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Wir the end ef the Pahari schools of painting in the nineteenth century the last vestiges 
of traditional art can be said to have disappeared from this country, and strange to say 
even its memory was alj but lost within the passing of a few generations. The great 
artistic creations of ancient Tiidia had been lost and forgotten much earlier and reacquaint- 
ance with this aspect of our heritage really began with the researches of British and other 
European scholars into the antiquity of India. In the couzse of their labours they dis- 
covered once again the fallen monuments of the past, but*by temperament and training 
they were unable to assess their true significance. Their reaction was a mixture of 
astonishment anti revulsion, couched often in extreme language, which sought to deny 
the very existence of anything like Indian art, so that one is often led to wonder what it 
was that droze them to their labours, the fruits of which were so bitter. 


It is also surprising to note the rapidity with which the Indian brought into association ° 


with Western culture began to loose his taste for Indian art, an aspect of his character 
that was the first to give way before alien pressures. Patronage shifted from traditional 
objects of art to tawdry works of European manufacture or its feekle native imitations. 
His religious instincts, however, Were stronger and more deeply'entrenched and this 
would account for the extra-ofdingry popularity for the output of an artist like Ravi 


- Varma. lch combined an academig realism of the most debased kind. with an outward 


religiosity that still evoked Spontanegus response. s 

It was againsé this arid and desert backgsound that E. B. Havell, a remarkable English- 
man by any standards, began hi? wotk the aim of which was to awaken a new love for the 
rich and forgotten herftage of our art through a proper,understanding “of its ideals, his 
words being directed not only to the Indians of his generation who needed to be reminded 
of their heritage, but all lovers of art. Displaying rare sensitiveness, he sought to grasp 
its message withea fine artistic perception. To him there eXisted a close connection be- 
tween the fornfs of Indian art and the thought of which they are an expression, any true 


_ ¿Understanding and appreciation being impossible if Indian art was divorced from its 


religious, philosophieal and symbolical aspects. If this was done, all that would be 
achieved, at መከር very best, Would be an appreciation of mere surfaces, quite insufficient ° 
and inadequate for any real understanding. 

Havell put forth these revolutionary ideas in Indian Sculpture and Painting, first 
publishéd in 1908, and so electrifying was its impact that the work wil] count as a classice 
among the books on Indian art for a long time. In it he expounded his wiews with much 


- . [7] . 6 
ersuasiveness and what we may new regard as missionary zeal, but there are passages 
p $ 


> 


full of. eloquence and flashes of insight. He had his predilections too, and it is difficult 
for us to understand his under-estimátion of, the brilliant, nervous art of Amaravati, ከ15 
evaluatigje of Indian influences on Chinese art which are sometimes far-fetched, or even 
his excessive praise for the phases of Indian art from th® seventh-eighth century,to the 
fourteenth century. One can understand the scorn he lavished upon the archaeologists 
and art historians of his time as ከይ felt that it wa their dead weight that was stifling 


„true appreciation ; but it is now beceming clear that their pedestrian researches as well 


as those of their Successors have resulted today in th? proper classification of styles and the 


“fixftion of a broad chronological development that is as necessafy to a complete and 


integrated.undeystanding of art as are the efforts of theebrillianf scholars and interpreters 
who expound its inner nature and lay barethe hidden sources of inspiration. ° j 
There was hostilé reaction to his work also, and it is interesting in this connection to 
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recall the outburst, of Sir George Birdwood, otkerwise a sensitive and sympathetic observer 
à of other expressions of Indian culture. At the close of a lecture by Havell arranged at 

the Royal Society of Arts in 1910, he was provoked to deliver an invective which was 
g : amongst the last of its kind: “Of ‘fine art’, the unfettered and impassioned realisation 
of the ideals kindled within us, by the things without us, I have upto the present,, and 
through an experience of seventy-eight years, found no examples jn India,” and regarding 
the image of the Buddha, illustrated here as Plate 2A, he was equally caustic. “This 
senseless similitude in its immemorial fixed pose is nothing more than ar uninspired 
brazen image, vacuously squinting down its nose to its thumbs and knees and toes. 
A boiled suet pudding would serve equally well as a syanijól of passionless purity and 
serenity of soul.” But the tide had begun to turn and the yea£s that have passed since 
L have witnessed the récognition of Indian art as an outstanding contribution to the sum 
of our artistic heritages. -> | 

A larger part of tkis success is no doubt due to his great successor Ananda Coomara- 

swamy who continued to interpret the message of Indian art with musterly erudition, 
unrivalled knowledge, and a sweeping breadth of vision, in a written style which is a 
model of precision, clarity and beauty. The present position of Indian art is largely 
due to the efforts of these two scholars whose work is so alike and*at the same time so 
different from each other's. 

«Havell’s other great service to Indian art was the inspiration he provided to Abanin- 
dra Nath Tagore whigh ultimately led to the creation of the modern Bengal School. Apart 
from its merits as an artistic style (Coornaraswamy was to comment that the artists of the 
Bengal School knew what they had to feel but thefe Was fto eyidence, in their at, to show 
that they had actually felt), the School was primagily responsible for a deeper awareness 
amongst practicing artists of the mainsprings of their own'art, and of the ch sources 
to which they wert the real inheritors. , E ኝ 

When Havell passed away in 1934*there was great sorrolv amongst his numerous friends 

as well as admirers of Indian art. One can do no better than quete the words of Rabin- 
dranath Tagore: “E.'B. Havell'has passed away.‘ The guiding spirit that led the reviva: 
of true Indian art ceases to be. This great Englishman came to show us.the right path 
with his lamp of sympathy and understanding when we had lost confidence in our power 
to create and cherished a pathetic faith in the imitation of the West.. With infinite pa- 
tience he taught us to bring our offerings to the altar of our own gods. His efforts are, . 
richly rewarded by the inspiration to such masters as Abanindra Natk Tagore, Nandalal 

"Bose and many others. No elaborate monument is required to perpetuate his name, 
for the work of Abanindra Nath Tagore and his school will be a living tribute to Mr. Havell's 
memory for all times to come.” 

This edition of Havell's Indian Sculpture and Painting, and Ideals of Indian Art, is a 
TA reprint of the eglitions of these books issued in 1928 and 7920 respectively, together with 
K: additional information about certain aspects of which he was either unaware or which 
require revisiorf'n the light of recent researches. * These are given in the form of foot- 
notes distinguished from the author’s original ndtes by the appended initials, “P.C.” 
Where the matter is of some length it has been put as an Appendix. Besides the original 
illustratións, several new ones have been incorporated and captioned by the Publishers - 
to illustrate Havell’s text as well as the editorial notes and appendices. 
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THE circumstances under which this book was written twenty years ago have, in some 
respects, undergone a complete change. There has been a remarkable growth of interest 
in Indian art, both in Eurgpe and in India, and appreciation has grown with better know- 
ledge. Many*Writers besid& myself have explored further the wonderful field of artistic 
research which India offers and have added greatly to its literature.. Public and private 
collections of Indian sculpture and painting have been enrjched, 50 that the material 
available for study in Europe is very much larger, and in India works of art which were 
commonly regarded as worthless are now valued as they should be.» The new school of 
painting led by Br. Abanindranath Tagore, C.I.E., has developed its influetice vastly 
and lielped to Torm a neweschool of criticism with the aim of representing the Indian” 
point,of view in the theory and practice of the fine arts. a 7 

These changes have necessitated a thorough revision of this picheer work, both in the ə 
illustrations and the text. The latter has been to a great extent rewritten, and the wealth 
of new material provided by the Archeological Survey of India, the Archaeological Survey 
of Hyderabad, the Victoria ang “Albert Museum, the British Museym, and by private 
enterprise, generously placed at mypdisposal, has enabled me to improve very much the 
quality of many ofethe illugtratfons, ° 

On thé vital question ofethe preserpation and regeneration of Indian art the situation 
has changed very little. «Indians whqUhave thrown themselves with the enthusiasm of 
converts into the study of their own art haye shown great ability in dcademic criticism 
and historical investigation, but? tolldwing toe ር16561# the lead of the European connois- 
seur, they have done very little constructive work to prevent the extincti0n of the living 
traditional art of India. From this point of view the building of N8w Delhi, the greatest 
opportuntty ofea century, has been a complete fiascó, and things remain as they were 
P when this book was first written. On this subject, therefore, the views formerly expressed 

have required verplittle expansion or amendment. MT. 

I must acknowledge very warmly the kind help I have received in providing illustrations 
from Dr. F. D. K.=Səsch, Director of the Archeological Survey of Netherlands India ; 
Sir John Marshall, Director-General of the Archaeological Survey of India; Mr. G. Yaz- ~ 

. dani, Director of the Archaeological Survey of Hyderabad ; the Director and Secretary, 
Victoria and Albert” Museum and Mr. C. Stanley Clarke, Curator of the Indian Section ; 
Mr. Laurence Binyon ; Mr. O. C. Gangoly, Editor of *Rupam" ; Mr. Asit Kumar Haldar, ə 
Principal, Government School ef Arts and Crafts, Lucknow ; Mr. C. 
of “The Studio”; Lafly"M. D. Scott-Moncrieff; and Dr. Abanindranath Tagore. I 
am under a special obligation to Mr. S° V. Ramasami Mdr. of Madras forthe trouble he 
has taken in getting photographs of thé important frescoes of Sittannavasal. ud 
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THE purpose. of this book is artistic, not archeological ; but I have ventured to differ 
entirely from archaological ideas of Indian fine art, which seem to me to give 8. completely 
distorted view of the intentions of Indian artists. It is not extraordinary that these 
archeological conclusions have hitherto been tacitly actépted by thé few European 
experts wko have worked for art in India ; for those wko are preoccupied with their own 
work and own ideas of art, and prejudiced by their education in Western academies, are 
naturally inclined to regard with complacency the influence and affluence which the 
present popular opinion of Indian fine art brings to them. 

. I do not anticipate that all my fellow-artists in Europe will at once accept the views 
which have forced themselves upon me gradually, and after long years of Study. Having 
entered upon my study of Indian art with a full equipment of European academic pre- 
judices, I know that they are not easily shaken off. No European Tan appreciate Indian 
art who does not divest himself of his Western prepossessions, endeavour to understand 
indian thought, and place himself at the Indian point of view. Iram convinced that those 
who do so will find, my artistic conclusions inevitable; but there will always be many 
who believe it more interesting to use the wrong end Sf the telescope. i 

For historical and archeological facts I have corsulted the best authorities, and en- 
deavoured to avail myself of the latest researches," I have nos attempted anything like a 
history, in the ordinary sense of the word, but an explanation. In the first attempt to 
deal with a subject covering so wide a field, end artistically almost unexplored, there are 
many difficulties. I have been obiiged to-leave untouzired much that is necessary for a 
full treatment Of it, but I hope I have succeeded in showing that the Indian ideal is not, as 
archeologists call it, a decadent and degenerate copy of a’ Greco-Roman prototype; 
that Indian fine art is not, as an Anglo-Indian critic puts it, a form of aztistic vretinism, 
but an opening into a new world of esthetic thought, full of the deepest interest, and 
worthy of the study of all Western artists. መፓ 

1 hope, also, that this book may save from oblivion and from the tender mercies of the 
ignorant Philistine the unique collection of the Calcutta Art Gallery—~ I still look forward 
to the time when our whole administrative policy in India will be guided by intelligent 
and consistent views of art; though, as the principal artistic errors in it were pointed 
out by Fergusson more than fifty years ago, the hope may seem to be a vain one. The 
ruthless vandalism which prevailed in his time has been checked. We no longer dese- 
crate and detroy the masterpieces of the Moguls and the great monuments of ancient 
India: we patch them up and try to admire them... But there is still that insidious form 
of vandalism in our departmental system—much more cruel and deadly than active 
iconoclasm, because it acts through mind instead ‘of matter- which continues blindly to 
crush out the means by which India might yet surpass the greatness of her ancient art. 

When Great Britain’s respofisibility in this matter is recognised, the grievous wrong we 
unthinkingly do to Indian art and craft will command the attention it deserves. But 
my main object is to help educated Indians to a better understanding of their own national 
art, and to give them that faith and pride in it without which the wisest measures that any 
Government could deyise will always be thrown away. After all, the future of Indian art 
15 in meir keeping, ard they have dealt with it more cruelly than any Europeans have 
eyer done; Qus ^ 5 E 

Even if, for Europeans who think hike Macaulay, all Indian art should be worthless, 
it will always remain a priceless boon for Indians, offering them sométhing which the best 
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European art can never give them. Let Indiads of the present generation, who through 
Macaulay’s narrow and short-sighted policy have never enjoyed this precious heritage, 
see that their children are put in possession of it. 2 
I am deeply indebted to His, Honour Sir Andrew Fraser, Lieutenant-Governor of 
Bengal, and to Mr. A. Earfe, I.C.S,, Director of Public Instruction, Bengal, for their 
sympathy and support in the publication of this book. My frienc@and colleague, Mr. Aba- 
nindganath Tagore, whose artistic work is reviewed in the last chapter, has given me 
valuable help’ by his knowledge of Sanskrit literature. I owe also acknowledgments for 
courteous assistance to Dr, J. D. E. Schmeltz, Director of the Ethnographic Museum, 
Leyden ; Mr. & °P. Roufter, DIT he Hague ; Mr. E. A. Von Saher, Director of the Colonial 
Museum, Haarlem; Dr. A. K. Goomaraswamy ; Mr. Stanley Clarke, Director of the 
Indian Section, Victoria and Albert Museum, South Kensington ; Df. Müller and Dr. A. 
von Lecoq, of the Royal Ethnographic Museum, Berlin; Ms. F. W. Thomas, Librarian, 
and Mr. T. W. Arnold, Assistant Librarian, India Office ; and to Mr. E. Thurston, Super- 
intendent, CentraleMuseum, Madras. I must also thank Mr. W. Griggs, who has spared 


no efforts in the®xtremely djfficult task of reproducing in colours the minute and delicate ° 


work of the Magul miniature painters, and Mr. Imre G. Schwaiger, of Delhi and Simla, to, 
whose exertions the Calcutta Art Gallery owes some of its choicest treasures. 
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5 2 "Quand? &* seut comprendre un art, il faut regarder l'àme du 
public auquel il s'adressait."—H. Tame, “Voyage en Italie.” Kop 
e 


It is prima facie incredible that a highly developed civilisatigıs, spreading over thousands 
of years and over a vast area like India, which has produced a splendid literature and 
expressed lofty idgals in building materials, should have lacked the capacity, sor found 


no occasion, forgiving them expression in sculpture and painting. Nevertheless, when » 


this book was first published, twenty years ago," such was the general opinion of European 
savants and art critics. It was an hypothesis which had governed our whole educational 
policy in India since universities, museums, art galleries, and schools of art were estab- 
lished under British rule. TE 

Quotations from many eminen® European writers illustrating this point of view were 
given in the first edition of this book, but it is unnecessary to reprint them now oreto 
recall the contemptuous phrasesgwith which an ardent admirer of Indian craftsmanship, 
Sir George Birdwood, author of the of&cial handbook to the Indian section of the Victoria 
and Albert Museum, ridicufedethe Indian artist's divine ideal. He, like Ruskin and other 
Victorian critics, held that “the unfettered and impassioned realisation of the ideals 
kindled within us by the things wishout tis? Was heyond the capacity of the Indian 
craftsman. Indian art to him meant no more than a pretty chintz, a, rich brocade, 
or gorgeous carpet, fantastic carving, ef curious inlay » and aneantient architecture 
fascinating to the archeologist and tourist with its reminiscences of bygone pomp and 
splendour, But An extinct art useless for the needs and ideals of our prosaic and practical 
times. 2 ° ° 

The years which have passed since this controversy began have seen a remarkable 

° change in the attitude of European critics towards Indian art generally, though to 

India’s grievoys injufy her mistress art still remains under the blighting influence of 
Victorian prefudice. The capacity of Indian builders for creative work is still belittled 
and derided, but it,is no longer necessary to urge the claims of Indian sculptors and 
painters of bygone days to be regarded as artists rather than as purveyors of ethnolo- 
gical curiosities. Judging by commercial values Indian sculpture and painting appear 
to have an insignificant importance compared with the works of Eurdpean. masters, 
but it is a healthy sign that a new school of artistic criticism Pas arisensin India which 
seeks to appraise Indian art by its own standards rather than by the opinions, 
of the market-place or. by the verdict of European a$sessors, not often entirely 
disinterestéd. 5 e 9 ° 

“Yet it must be borne in mind that the careful classification of Indian art into schools 
and. ritualistic categories, a work which is now pursued with so much interest by Indian 
and European scholars, is likely to lead no further than the former attitudg of indifference 
or contempt, unless it is realised that Indian art is the true expression of Indian life and 
af religion as the interpretation of life, not merely an esthetic formula which the student 
can learn by heart. To connect it with its own natural environmeñt, to follow its actual 
practice in the present day, will bring us-nearer to its inspirational sources thay the study 
of its ritualistic cangns, or the search, for its esthetic prescriptions in Sanskrit texts. 
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M INDIAN SCULPTURE AND PAINTING 
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For, as Mr. Eaurence Binyon has well said, the supreme esthetic quality of the 
e à great religious art of India lies in the fact that it is not self-conscious. “Design, 
«colour composition, all the purely artistic elements of their work, were left to the 
° * more intuitive activities of the mind !.. it solves difficult problems not by scienti- 
- fically working out a theory but simply—ambulando.. Our most modern art tortures 
itself in its austere quest of a purety esthetic aim. But it 15 4 perplexing paradox of 
human nature that to choose a certain aim and to consciously pursue it rarely ends in 
perfect accomplishment of that aim : if the aim is reached itisatthe cost of impoverish- 
c ment.” dogs e 
Until the nineteenth century India has solved all her artistic problems in her own 
simple way—ambulando. Her ancient Aryan cultufe, a great philosophic synthesis 
š covering the whole field of human endeavour, went on century after century enriching 
itself and all the races entering the Aryan pale with new experiences of life. The fury 
of iconoclasts who sought to destroy it by violence only gave new impulses to artistic 
" . creation, so that at the beginning of the nineteenth century Indian art was more varied 
in its local developments than the whole art of Europe, though in all this variety of formal 
= ‘expression it preserved its essential spiritual unity, the religious instinct which is ever 
፦ ' its vital force. i 
. Í is true, as Mr. Binyon has said, that in the great art of India the religious import 
was everything to the artists ; they generally consecrated their lives to religion as many 
s great European artists have done. But this does not imply that they turned away their 
⁄ eyes from the facts and phenomena of nature and.m&de themselves incapable of rendering 
them truthfully, as Ruskin and many lesser critics have asserted. ' Indian artists were 
not ascetics who shut themselves out of the wprid, but m¥stics who communed with 
Nature to find the secret of the universal life. ‹ 
The common philosophic basis of artin dll countries assumes that art is not merely 
an imitation qr record of facts and phenomena in Nature, but an interpretation—the 
effort of the human mind to grasp the inner beauty and meaning of the external facts 
of Nature. To the European Nature is always an obvious reality which must be studied, 
exploited, and analysed, so that the exact composition of every organic and inorganic 
element in it may be ascertained and explained. à 
"The modern citizen," as Taine says, “is constrained to confine fiimself to the little 
province of a specialist. One development excludes the others: he must be a profes- 
sional man, politician, or savant, a man of business or a familg man—he-must shut 
himself up in one occupation and cut himself off from the others : he would be insufficient 
if he were not mutilated. For this reason he has lost his tranquillity, and art is deprived 
of its harmony. Moreover, the sculptor speaks no more to.a religious city, but to a 
crowd of inquisitive individuals ; he ceases to be, for his part, citizen and priest—he 
f 15 only a.ınancand artist. He insists upon the anatomical detail which will attract the 
A connoisseur and on thesstriking expression which will be understood by the ignorant. 
s _ He is a superior kind of shopkeeper, who wishes to.compel public attention and to keep it. 
22 He makes a simple work of 8፲1, and not a work of national art. The spectator pays 
him in praise and he pays the spectator in pleasure.” Í Z 

Viewed from this sécularist and pseudo-scientific angle, Indian art will always be 
unattractive and incomprehensible But the Indian artist is not really blind to the 
beauties of 2g He can be realistic in the European sense, though realism for him 
has a different meaning to that which we attach to it, for the philosophy which inspires 
him regards all that we see in nature as transitory, illusive phenomena, and declares that 
the only Reality is the Divine Essence or Spirit. Thus while modern European art hardly 
concerns itself with the Unseen? but limits it$ mental range to the realm of Nature and 
thus retains, even in ite highest flights, the Sense and form of its garthly environment, 

1 “Voyageren Italie,” vol. ii, p. 165. | : 22 À 
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Indian art (like the Egyptian, of which it is the living representative) is always striving 
to realise something of the universal, the eternal, and the infinite. 

European art, since the so-called Renaissance, has, as it were, its wings clipped: it» 
knows only the beauty of earthly things. Indiam art, soaring into the highest empyrean, >» 
is ever trying to bring down to «earth something of the beauty of the things above. 

The Greeks and the artásts of the Renaissance whoefollowed in their footsteps attempted 
to’érrive atsa scientific standard of beauty by a selection of what appeared to them 
most admirable in various types of humanity and in natural forms and appearances. 
Physical beauty attained bx martial exercises was to the Greeks a divine characteristic : 
the perfect human animal received divine honours both before and after death. The 
Indian artist had an entirely different starting-point. He consideged that fhe perfect 
human animal was an inadequate symbol for the beauty of the divine nature which com- 2 
prehended all human qualities and transcended them all. ° It was only by meditating 
on the Ultimate Perfection that the artist's mind could perceive some glimmer of the 
beauty of the Godhead. 5 ELO 

Mere bodily strength anti mundane perfections of form are never glorified in Indian 
art. “When the Indian artist models a representation of the Deity with an attenuated 2 
waist and suppresses all the smaller anatomical details so as to obtain an extreme simpli- ° > 
city of contour, the European draws a mental comparison with the ideas of Phitlias 
or Michelangelo and declares that the Indian is sadly ignorant of anatomy and incap- 
able of imitating the higher forms of nature. »? . DUE 

But the Indian artist in the best period of Indian sculpture and painting was no more `= 
ignorant,of anatonty than Phidias br Praxiteles. He would create a higher and more ጋ 
etherealised type than a Gtegan*athieie or a Roman senator, and suggest that spiritual j : 
beauty which according tehis philosophy can only be reached by the surrender of worldly 
attachments and the suppression of worldly desfres. ' 

Indian art is essentially idealistic, mystic, Symbolic, and transcendental. The artist 
is both priest and poet? In this respect Indian art is closely alljedeto the Gothic art 
of Europe—indeed, Gothic art is only the Eastern cqnsciousness manifesting itself in a 
Western emvirdiiment. But while the Christian art of the Middle Ages is always emo- - 
tional, rendering literally the pain of the mortification of the flesh, the bodily sufferings 
of the Man of Sorfdws, Indian art appeals more to the imagination and strives tø realise 
the spirituality and abstraction of a supra-terrestrial sphere. ; 

Indian mysticism #as its philosophic system, the Yoga-sastra ; Yoga was not and is | 
not practisedemerely as a spiritual exercise leading to the beatific vision. It claims to 
be a psychological process of drawing into oneself the dynamis or the logos which controls 
the universe and to beadaptable for all kinds of mental and physical activity. It inspired 
the artist, poet, and musician as well as the mystic who sought spiritual enlightenment. ° 
It gave the craftsman his creative skill and the soldier perfect control over his .weapons, 
the statesman his far-seeing vision, the seer and inspired thinker his supersgatural powers. 

Indian art thus deifies the power of mind over matter in the figure of the Perfect Yogi, | 
the Divine Thinker, one which is commonly associated with Buddhism only, but is 
really a ceficept common to all schools of Indian theism. we attempt to trace the source 
of its inspiration exclusively from the artistic rendering of Buddlfist legends, mor&especi- 
ally from the efforts of the Greco-Baktrian school which was more or less foreign to 


Vv 


India, has led to hopeless confusioneand misconception of the motives M moian artists. = : 
For the indigenous art of India is a” great synthesis embracing many “different theo- 
logical and mythological elements, but inspired by a common ideak °° ° 


The historical Buddha was an adept in Yoga and through Yoga attained enlighten 
ment. But -whenehe was deified in Mahayana Buddhism, he*was transfigure in Indian 
eyes as the Diving Yogi of the Himalayds, who in the form af a white eléphant, the 
genius locisof the mountains, had entered the womb of Mäyä and had been bosmon earth 
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E 8 INDIAN SCULPTURE AND PAINTING 
Er F as the Prince Siddhartha. ላቲ the moment when 85 8 sannyasin practising Yoga he 
E attained enlightenment his divine nature was manifested in an apparition shining like 
«gold purified of its earthly dross, with limbs rounded and smooth-skinnéd like a woman's, 
* but with the massive neck and shoulders and narrow waist.of an Indian hero—an ab; 
e stract of Universal Form and a symbol of spiritual strength transcending human thought. 
- This was the common ideal for alkimages of the Divine Thinker whatever their special 
sectarian econnotation might be. It appears under the names of different Buddhas 
and Bodhisattvas, of Brahma, Vishnu, or Siva, of Mahavira and other Jain Tirthankaras. 
í The Gr&co-Baktrian artists of Gandhara caught a faint glimmer of the, idea, but gene- 
rally represented the divine Buddha as an Indo-Grecian Apollo or as a monk practising 
his daily Sadhana within the walls of a Gandhäran rhonastery (Plate 1A). European 
ን - critics poring over museum specimens and convinced that Indian artists, as Ruskin 
Said, wilfully sealed up for themselves the book of life, have seized upon this common- 
° place academic prescription as the inspiring motive of the Indian divine ideal, to worship 
* . which pilgrims of all sects still climb the long and perilous ascent to the innermost reces- 
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| ses of the Himalayas. ° 
| ^ * In all Indian poetry, art, and mythology, the sublime nature of the Himalayas has 
A * always been regarded as a special revelation of divine beauty and as a fitting shrine for 
P all the gods. On Mt. Kailäsa, the temple’s glorious pinnacle, sits the Divine Thinker in 
š His icy cell,- controlling the Universe by the power of Yoga. Here Vyasa, says the 
1 LR Mahabharata, taught the Vedas to his disciples. Here is the heavenly staircase by 
3 which the Lord Buddha and many other Avatars tlescended to be born on earth, and 
- 3 here.the heavenly Ganges falls in seven torrents oyér the mountain’s crest. The sacred 
ምነ lake, Manasarovara, fed by Kailäsa’s snows, is tbedegeadary' source of the four world- 
3 rivers which water the four great continents, or tke four petals of the World Lotus, ano- 
Ps ther pregnant symbol in Indian art. The wild gegse (hamsas) which drift thither with 
= the monsoon winds, are to the pious Hindu symbols of the human soul winging its way 
to its heavenly resting-place. « ON $ 


The lake itself, “the most exceļlent Lake of the Mind,” was physically the symbol of 
fertility, the Creators Well whose perennial overflow was the world’s tife-stream. In 
Indian art, as in the classical art of Europe, mountains, rivers, and ldkes were personi- 
fied info deities, but the essential difference between the Indian and the Western outlook 
is that the Indian artistic symbol is not merely an esthetic formula. The physical ap- 
| _ pearance, Nature herself, is always charged with spiritual signfücance ; the idealism 
> of the Vedas is the life and soul of Indian art. Thus the Creator’s Himalayan well, the 
^ natural symbol, becomes the divine receptacle of the universal mind-force, manas, the 
lotus-jar holding the essence of purity, the nectar of immortality, amrita, which Vishnu 
* churned from the Cosmic Ocean. The four world-rivers became the four Vedas, revealed 
to Indian seers on that holy spot. ; E 
In the classical Western orders of architecture, which official city builders regard as 
„the most appropriate symbols of British achievements in India, the Corinthian capital 
I ~ apart from its architectoriic purpose—is merely a pleasing composition of acanthus 
x leaves and volutes; the Tusgan, Doric, and Ionic only harmonious arrangements of 
mouldings and ornaments. If they meant more to the Greeks and Romans we have 
lost their feeling. The Indian builder in creating his symbolic order struck a deeper 
and more spiri£ual note; e suggestion of the glorious Himalayan vision which was ever 
resent in his mind. The Himalayas formed-the resplendent pillar of the heavenly 
ault, Holding aloft zs its capital the precious lotüs-jar of immortality guarded by the 
"of the four quarters and by the-Dewas who won it in conflict with the powers of 
This was the motif, drawn from India's'own fount of inspiration,ewhich the Indian 
i with inexhaustible fartasy and power of adaptation has, used for palace and 
*emple and mosque, reception hall and council chamber from before the time 
Jd ^ ^ À e 2 
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of Asoka down to the present day. Whatevet may be the esthetic value of the Western 
formula which modern departmentalism forces on the Indian craftsman, it can never 
be worth the loss to the world’s art implied jn p the drying up of India's own inspirational 
| sources, and the extinction of the great livingetradition in which she expresses her spiri- 
tualideals. The stagnant pool,of a dead classicism from which even Christian churches 
in India seek to draw their esthetic inspiration will not bring about a renaissance of art 


or 2 reawakening of India’s spiritual life. og 
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INDIAN artists for many centuries shrank from the thought af depicting for, the common 
crowd the Yogi's vision of the Divine Form : like the seeret lore of the Vedas it was a 
sacred mystery revealed to none but the elect. Even the Brahman versed in the philo- 
sophy of the Upanishads looked upon the Yogi's vision as an imperfect revelation of the 
Godhead which embraced all forms and transcended them all. The geometric forms used 
a in Vedic ritual seemed to him more appropriatesymbols of universal powers than any icons 
* suggestive of human limitations, and to this day yantras, or geometric symbols, are used 
in higher Brahmanical ritual in preference to images of the Hindú pantheon (Figs. 2 and 3). 
« « The primitive Buddhist Church did not hold with the practice of Yoga as a means of 
‘divine revelation. Meditation (dhyana), which was the Buddhist equivalent of Yoga, 
was fiot for absorbing the nature of the Godhead but for instilling in the mind of the 
faithful the principles of the moral law which ruled thesuniverse. The great Teacher of 
, _- the Law had returned to his Himalayan abode whence he came and was now invisible. 
ji Early Buddhist artists were realists like the great Flemish masters, representing the 
miraculous as events of ordinary life, but following the Master's teaching they made no 
attempt to penetrate behind the veil. The mystieal element characteristic of Indian 
iconography in its full artistic'maturity does not onsthis account*become prominent in the 
ቐ early Buddhist monuments, though the symbolical method of representing the Himalayas 
as the World Pillar supporting the Wheel df the Law appears as the principal motive of 
architectural structure, Fragmentary as the records of early Indian art are, they show 
that Buddhists did not cease to regard the Himalayas as the holiest of holy ground. 
Kapilavastu, Bodh-Gaya, Sarnath, and Kucinägara were sanctified bY the Master's 
footsteps in his final incarnation. But the end of the great northern pilgrimage was still 
Kailasa,“as it had been for the seers of Vedic times and for the heroes of the Mahabharata. 
Kailasa was the nave of the universal wheel, the focus of world forces, and even now the 
Buddhist pilgrim worships the mountain as the heavenly mansion of Buddhas amd Bodhi- 
sattvas, while the Hindu sees in it the hermitage of the Divine Yogi, Siva. °° 
When Buddhism in its Mahayana development became a definite theology, image- 
worship was not only tolerated but became an essential part of its sadhana. At the same 
“time the philosophy of Buddhism adapted itself to the Brahmanical theory of Yoga and 
_ the natural desire of the devout Buddhist to worship the image of the Divine Yogi without 
— — the perilous climb, to the heights of Kailäsa was gratifiéd, for the temple artist was assumed 
1056 able to transport himself by Yoga to the Tusi£a heavens and bring back a faithful 
___ portrait of the Blessed One. j . 


Thus India’s dream of fhe Universal Form which she had so long kept secret gradually 
aterialised as the great'epoch of Indian sculpture and painting began to dawn. At the 
ig of the Christian Era and for some centuries previously, when the classic art of 
ad already passed its zenith, India was drawing in towards herself a great flood 
ulture from Western Asia, derived oragfhally from the far-djstant sources of 
Assyria; but strongly tinged with thé subsidiary stream which was then . 
rom Greece and Rome. - Out of these eclectic influences, joined with the 
traditions, Indian religious thoúgbt quickly formulated a new synthesis 
Lits turn became the'source from which other currents flowed north, south, 
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THE EVOLUTION OF THE DIVINE IDEAL En 

In the early centuries of the Christian era’and from this Indian source came the ins- 
piration of the great schools of Chinese painting which from the seventh to the thirteenth 
centuries stood first in the whole world. Sugcessive hordes of Asiatic invaders, beginning 

, with those which flocked like vultures to gather the spoil of the decaying Roman empire, 
keptopen the highways between East and West and brought a reflex of the'same traditions 
into Europe. ° ° ° = 

i Prom the seaports of her eastern and western coasts streams of Indian colonists, mis- 
sionaries, and craftsmen poured all over Southern Asia, Ceylon, Burma, Siam, Sumatra, 
Java, and far-distant Caspbodia. Through China and Korea, Indian art entered Japan 
about the middle of the sixth &entury. . 

The Indian ideal came to frifition in the great religious sagas, ¿he Mahabharata and 
Ramayana, in Sakuntala and other masterpieces of the Sanskeit drama, in colossal schemes 
of temple sculpture, inspired by the work of the divine ¢raftsman, Vishvakarma, who 
built the heavenly temple of the snows, and in many a frescoed court and hall the splen- 
dour of which,cán only be dimly realised in the fragments of Ajanta, Bagh, and Sigiri, 
And just as the many vernacular versions of the Sanskrit epics made the story of the 
Pandawa heroes and Ráma's romance as familiar to the common folk in India’s eastesn 
colonies as they were to the court bards of Indraprashta and Ayodhya, so the image of the: 
Divine Thinker of Kailasa took a local shape and significance nearer to or farther from the 
original Himalayan concept, according to the cult which used it and its particular en- 
vironment. The Buddhist sculptors of Gandhara Hellenised it fqs their royal Kushan 
patrons, just as Christian artjsts*gave Biblical scenes a local colour. China, Japan, 
Siam, Java, and Cambodia made it their own. Yet in each local re-shaping of the image 
some memory, faint or vitid, of theIndian ideal archetype lingers. Gandhara knew the 
Divine Buddha's Himalayan shrine; for the famous relit casket of Kanishka's great 
stupa at Peshawar (Plate rB) shows the *Budtiha enthroned on the ‘seed-vessel of the 
World-Lotus” and the sacred geese flying rouhd it. Java gave her mountains Himalayan 
names, amd her greatest monument, Borobudur, is her Kailasa. , > i 

Though the concept of the Divine Thinker must bg said to be Indian, or Hindu, rather 
than Buddhist? by far the greatest number of classical examples of the image belong to 
Buddhism. Th? illustrations, Plates 2 to 5A show fine Buddhist examples dating from 
about the fourth century A.D., when the image assumed its most perfect Indian form, 
down to modern times. To find its proper place in Indian artistic thought one must 
look beyend its incidental legendary, mythological, or ritualistic associations and connect 
it with the psimeval Indian ideal, the gigantic figure of the Deity enthroned on the world’s 
highest snow-peak,and revealing Himself in the glory of a Himalayan sunrise or sunset, 
This was the divine image which the Indian artist brought down to earth and used as a 
standard of physical perfection to which men as well as gods could, attain by mentah 
rather than by physical efforf. e ; 

The wonderful Buddha of Anuradhapura, Plate 2B, is one of the feyy, colossal images 
of early Gupta times which escapegl the Muhammadan iconoclast. Tt was probably 
executed in the-first half of the fourth century A.D., in the reign of King Meghadarma 0 
Ceylon, dy a sculptor from northern India. It represents the Buddha justeemerging 
from the Yoga trance, the left leg being released from the ' adanfantine" pose of profound 
meditation, when both legs are firmly locked together. In modern times a false note of 
naturalism has been given to it by placing it under a real bodhi-tree, but originally it must 
have formed part of a great architectfiral scheme, like that of Borobudur*more in keeping 

¿with the idealism of the image. For the artist had no intention of showing theémaciated 
body of the Sakyan monk reduced to a living skeleton by a protonged fast, as the Gan- 
dharan sculptors sometimes vulgarly portrayed it—but the tremendous apparition of the 
Divine Yogi of the, Himalayas which flashed upón the world when the Enlightened One 
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፲2 INDIAN SGULPTURE AND PAINTING 
e © 
The worshipper’ saw also a symbolic meaning in the design of the image, regarded as 
pure form. In Plate 2A it will be seen that the contours of the front view of the Dhyani'- 
TE Buddha fit as closely as possible into a triangle; the whole figure approximates to a 
— *—— « pyramidal shape. In the great temple of Borobudur where this Dhyani-Buddha was. 
IE placed, the builders elaborated the geometric symbolism by enclosing the image‘in a 
: hollow, bell-shaped stone'cupola, or dagoba, pierced by lattice-Work formed by a row of 
intersecting triangles through the interstices of which the pilgrims viewed the image of*the 
Dhyàni-Buddha, as the personification of the cosmic pyramid. The Hindu, accustomed 
to the geometric symbolism of the yantra in his religious ritað, would perceive at once 
the sculptor's meaning. The dagoba (Fig. 1) was the pantra of three dimensions rep- 
ና resenting the universe of pure form out of which the world-lotus evolved. Within sat 
E 2 the Divine Inventor of the cesmic machine blessing His worshippers. 
“Hindu iconographic art, like modern cubism, joins mathematics with esthetics. In 
the yantra-(Figs. 2 and 3) it shows the impersonal form of the Godhead developing ma- 
^ thematically from a central point (Bindu). In the corresponding icon,it reveals the 
personal aspect of the deity, or devata, evolving from the infpersonal. Modern Hindu 
‘ ritual gives an interesting analogy with the geometric symbolism of the Borobudur 
—Dhyani-Buddha. The principal object of worship in Vaishnava temples in Southern 
D India is the Sudargana Chakra, Vishnu’s discus, which symbolises the Creator's mind, 
E or the first thought of the Supreme Being when the desire of Creation moved Him to 
` - 1 manifest Himself. 24. is represented as a circle of fire (Plate 7B) with four projecting 
points of flame. On one face of the chakra sits the Lion incarnation of Vishnu in Yogi 
pose enclosed in an equilateral triangle. On the other face are two sirhilar triangles, one 
standing on its apex and the other on its base, symbolising xespectively the evolutionary 
and involutionary cosmic powers. This is the mystic symbol of the universe known as 
King Solomon’s Seal. Within it stands tlie figure of Vishnu in his Boar incarnation—the 
one in which he raised, the earth from thé Flood. He is armed at all points with his 
Ka weapons with which he destroys avidya, or ignorance Tegarded as the source 
of all evil. 2 e 
When the figure of the Divine Yogi is thus seen with its Himalayan batkground and 
placed in its proper metaphysical or religious environment «he austerity and formality of 
design characteristic of Indian classical types seem to be not only appropriate but in- 
evitable, even if the suavity and charm of Chinese and Japanese images may be more 
attractive to the Western mind. The Buddha image came to Chingand Japan through 
Gandhara, and in this new environment the austere Yogi of Kailäsa was-transformed 
into the benignant guardian spirit of a delightful monastic garden. ‚Thus the aloofness 
= mystery of the Indian pilgrim’s ideal were generally foreign to-the art of China and 
Japan. ° 
Chinese and Indian influences are blended in the fine gilt copper image of the Bodhi- 
sattva Padmap§ni, or Avalokiteshvara, “the Lord who looks down with pity,” who is the 
x 1 “The term Dhyana (Jnana) is a general expression for the four gradations of mystic meditation which have ethereal 
s Or worlds corresponding to them, and a Dhyani-Buddha is a Buddha who is supposed to exist as a kind of spiritual 
e in those higher regions of abstract thought. That is to say; every Buddha who appears on earth fwa temporal 
y with the object of teaching men how to gain Nirvana—exists also in an ideal counterpart, or ethereal representa- 
if in these formless worlds of meditation. These ideal Buddhas are as numerous as the human Buddhas, 
eonly five chief human Buddhas imthe presentage—Kraka-chandra, Kanika-muni, Kasyapa, Gautama, 
Buddha, Maitreya, sò there are only five corresponding Dhyani-Buddhas—Vairocana, Akshobhya, 
, Amftabha, and Amogha-siddha (sometimes represented in images as possessing,a third eye). But this 
¿ch of them produces, by a process of evolution, a kind of emanation from himself called a Dhyani-Bodhi*- 
‘the practical head and guardian of the Buddhist community between the death of each human Buddha 
it of his successor. “Hence there are five Bodhisattvas—Samanta-bhadra, Vajrapäni, Ratnapani, Pad- 
ra), and Visvapani—correspording to the five Dhyani-Buddhas, and to the five earthly Buddhas 
1] five corresponding female Shaktis or Tärä-deyis are named.’’—Sir እዬ Monier-Williams, “Bud- 
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Fic. 3.—A yanti in three 
> dimensions cut in crystal, 
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guardian deity of Tibet (Plate 3B). The image is entirely built up of hammered copper ; 
the tiara and other ornaments are set with rubies, turquoise, lapis, and crystal. The 
š beautiful modelling of the hands is especi¢lly noticeable. It is probably of Nepalese 
workmanship, date uncertain. More typichlly Indian is the very exquisite Nepalese 
: * image of Dorje Chang, or the Bodhisattva Vi jrapäni, “the Wielder of the Thunderbolt,’ 
seated on his lotus-throng. This is also of hammered cópper-gilt, perhaps seventeenth- 
century work. The tradition of the Divine Yogi survives in the modern art of Nepal, of 

which the Gast copper-gilt image of a Bodhisattva, Plate 5A, is a good example. Though 
inferior in execution it has the same fine feeling as the earlier art. It is distinguished by 

° the graceful conventionalisation of the bodhi-tree, disposed ás awreath road the Bodhi- 
sattva, Whg holds in his hand the jar of amrita, the nectar of immortality. At the foot 

of the pedestal are the figures of the three devotees who have dedicated the image to some 

, Nepalese or Tibetan shrine. ` « 

Many European critics, applying the academic prescriptions of Europe to Indian art 
without recognising its intentions and ideals, have attributed to the imagers of the divine 
form a deplorable lack of anatomical knowledge. They have assumed that Indian 
artists, with the best opportunities in the world of studying the nude, were too ignorant 

‘ and uncultured to draw of model the. human form as it appears to the eye, and were 
content to make themselves feeble copyists of the models provided for them by the 
Gandharan school. The criticism is quite pointless when the finest examples of Indian 
sculpture and painting are considered. The best Indian sculptors and painters did not 

<: fail in technical accómplishment, even in comparison with European standards. In the 
idealised image of the divine form the bony structure of the body gnd limbs and the 
mechanism of the joints are perfectly understood, even, though the muscular system is 

»urposely simplified to express the artist's ideal. Neither wis the Indian artist tied down 

o one rigid formule of the divine ideal, though the static pose of the Yogi wholly absorbed 

n meditation gave the keynote of his symbolism. Theritualistic poses prescribed for 

the Mahayanistoand Brahmanical pantheons became so numerous and varied that the 

temple artist would haze had ample scope for his'creative powers, as well as for his tech- 

nical skill in rendering the form and action of the human body, even if a righ mythology 

d had not provided him with other subjects. The two Bodhisattvas, Plates 6A and 8A, 
and the monumental image of Siva, Plate 6B, in which the human side»of the divine 
ideal is more prominent, are as perfect in the pure technique of contour and surface 
modelling as they are great in the rhythmic design of the figure and the balanced harmony 
of the decorative setting. The Dancing Siva, Plate 19, is a well-known example’of a very 
difficult movement rendered with perfect anatomical accuracy. Such high technical 
accomplishment is by no means exceptional in Indian hieratic art, though there is some- 
‚times a tendency to render the ideal beauty of the Perfect Yogi with poverty of plastic 
technique, flabbin®ss of surface modelling, and bad articulation of the joints. Some of 
this weakness is shown in the Sarnath Buddha, Plate 3A, found near the spot where the 
Buddha preached his first sermon. It is evidently a Gupta craftsman's copy of some 
famous imager's masterpiece. Such copies, good, *bad, and jndifferent, were doubtless 
made in prodigious numbers, and the tendeficy of a copyist is always to exaggerate the 
defects of the master’s qualities. The discriminating critic will not discern in such 
defect? the essential characteristic of the Indian divine ideal. Nor will he fail to place the 
Gandhäran School in its true place as a somewhat trivial local development in Indian 
art, a side currefit originatirfg in political rather than’artistic sources which was quickly 


OTE : Havel}’s remarks on a? Gandhara school were in tke nature of a reply to the excessjve,importance being 
) it by th? earlier archzologists who wept to tke extent ef assigning it the credit for the invention of the Buddha 
There has been much controversy on this topic, it being asserted by Foucher 6475 Graeco-Buddhique du 
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Gandhara) and others that the Buddha image was conceived and exetuted by a Gandhara artist, the proposition being 
strongly denied by Coomaraswamy, “‘Origin of the Buddha Image,” Art Bulletin, 1927, and other authors following 
him, of whom among the most important are Goloubew, Cogrington and Mus. According to Coomaraswamy, “While 
the Gandharan Buddha is stylistically Hellenistic, it follows the Indian tradition, verbal or plastic in every essential of 


its iconography. The whole conception of the seated yogi gnd teacher is Indian, and foreign to Western psychology 


while ¿he Indian Yakshas afford a prototypeffor the standing gures 500000 All that is really Hellenistic is the plasticity; 
the Gaifdharan sculptor, even supposing hie priority in timg, did not so much make an Apollo into a Buddha as a 
Buddha into an Apollo. He nfay®not have copied any Indian sculptare but his Buddha type and that of Mathura are 
equally based onja common literary and oral tradition.” History, p. 52. The dust of controversy has npt yet settled 
but it is now the accepted view that the conception of the image is purely Indian and owes nothing to a school as medi- 
ocre as that of Gandhara, though there is a possibility that the actual image may have been bom simultaneously in 
India and Gandhara® For an excéllent summary of the literature on the subject as well as a bibliography see Henri 
Deydier, Contribution a l'etude de l'art du Gandhara, Paris 1950, pp. 46-64.—P.C. ° 
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d , THE EVOLUTION OF THE DIVINE IDEAL—(Continued) 
PERFECT knowledge, or abstract thought, regarded as the male principle and imaged in 
Indian art in the figure of the Divine Yogi, though it centains within IfSélf the germ of 
all things, -emains inert without the will and power to create, which imply a cosmic energy; 
or Shakti. An equilateral triangle is the geometric symbol of the three co-ordinated 
cosmic powers, Will (Ichchä), Knowledge (Jñána), and Action (Kriya), or the Three 
Aspects of the One, embodied in the Divine Form. When standing on its base the triangle 
symbolises the male principle; on its apex the female principle! “he two triangles 
intersecting each other make the six-petalled lotus symbol of the mystic Divine Embrace 
which completed the first act of creation. 

The metaphysical concept is also personified in the image of the Divine Mother, who 
assumes many different names and forms, for every one of the divine beings, Devas or 
Devatas, projected from the One Supreme and acting as controlling intelligences of 
p" different parts of the universal machine, has his Shakti, or female energy. Every per- 
sonified icon has also its corresponding yantra and mantra, the yantra being the symbol 
of pure form and the mantra the symbol of pure sound einanating from the Divine Word 
which set the universe in motion. ጊ - 

Brahma, the Creator, as Artist gives the divine Idea, ‘setting out the limits of the 
universal plan; Sarasvati, his Shakti, chapes it into things of beauty. As Musician 
n He gives the time-beat of the universal -hythm ; Sarasvati sings the divine song, the 
Song of Life. The distinction is observed in Indian musical practice: the. drummer 
who beats the time (fala) is always a man. In the ragas and räginis, the melodic root- 
— — — forms which are the terrestrial counterparts of the divine mantras, tbe difference of 
— functions or qualities is 8156 expressed in terms of sex. 

—— — One of the few references to esthetics'so far discovered in Sanskrit literature—a dialogue 
— between a king and his guru, or court chaplain, in the Vishnudharmottaram—emphasises 
— the correspondence between music, dancing, and the art of the imager as different ex- 
_ pressions of the universal rhythm. The student of the imager's art, which is closely 
ected with dancing (says the guru), should commence with learning the laws of 
ag, for all art is contained in the art of song. The same thought is to be found in 
ager's own motifs and technical rules. Siva, as Mahadeva the Supreme Being, 
ices the Dance of the Cosmic rhythm, beating the tim2-beat with his drum. Krishna, 
divine flute-player, teaches the eternal law of pulsation in dancing with the Gopis. 
¿dyas and hastas, finger-play and arm movement, and the vangus, or bodily in- 
Indian iconography, reproduce the gestures and movements of the devadasi, 
dancer. The Indian musician and the artist use the same word tala, the 
cate the time-béat, tiie latter for his unit of proportion, the length of the 
divided into twelve angulas and more minute fractions suggestive of the 
e musical scale. Tie musical ragas and räginis have their graphic and 
arts in the imager's dhyamas and lakhanas, Sanskrit formularies laying 
ance firstly the spiritual meaning and secondly the physical attributes 
onc 

Mon e thus perfectly synthesised in Indian art. The artist regards 
iritual, intellectual, and physical attributes, as the microcosm 

> and water respectively. Ë S 2 
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of the macrocosm. The Divine Pair, Man and Woman, rep 
the Godhead, Purusha and Prakriti, Mind ከ; Matter, symbolise the working of the 


universal esthetic law, as it is imaged in the qrtist’s mind. It is not the physical charms 


of,the female form divine which,are to captivate the worshipper—Indian art knows no 
Aphredite or Diana 


xr Dia! but the majesty and mystery of divine motherhood, expressed with 
wonderful sincerity of.fgeling and splendid ‘craftsmanship in he image of Tara, the 
Saviouress, one of the conceptions of Mahayana Buddhism (Plate 8B). The.copmanding 
pose, the jewelled tiara, and the right foot resting on the world-lotus proclaim her a queen 
of heaven. With the opeg right hand she bestows a gift upon the worshipper. In her 
left she holds á fotus flower : thexcolour of the flower signifies the special aspect of divinity 
displayed in the image. If it is white—without colour yet containing all coleurs—pure 
spirit is indicated. 11 it is red, the creative energy. Blue, the benign static power of the 
Maintainer of life, Vishnu, or his Mahäyänist counterpart, Avalokiteshvara. In this 
case the shape of the flower suggests the blue lotus. ° i 

In its austerityeof outlook, simplicity of rhythm, and robust technique this image is 
typically Indian, of the classical school which had its great flowering time under” 
the Gupta emperors, though this is several centuries later., We may compare with 
it a very graceful Tara, Plate roA, of the still later Nepäli-Tibetan school, in 
hammered copper, gilt and elaborately jewelled, which shows how Chinese influence 
transformed the Indian ideal. It is probably by the same hand as the image of 
Avalokiteshvara. (Plate3B). ç a 

A beautiful image from Java, Plate o, later than the Indian Tara described above, and 
more ornate and flosid in its teclfnique, shows the Divine Mother in her gracious aspect as 
Prajhap#ramita, the Spiriteof Diwine Wisdom, regarded as the Shakti of the Adi-Buddha, 
the supreme deity of the. Mahayana school. The body and the lower limbs have the 
rigid pose of the yogic trance, but the hands ntake the symbolic gestúres (mudras) of a 
spiritual teacher, and a book of fhe Law rests apon tHe lotus flower twined round her left 
arm. ሄ ° 2 ር » va 

It has been conjectured, Says Dr. Vogel, that this image, while réndering the Buddhist 
ideal of Supreme Wisdom, is also intended as the postlfimous statue of a Javanese queen, 
the consort of Reijasa, the first king of Singhasari, circa AD. 1222. In Java it was 
customary to r&ise temples over the ashes of deceased kings and queens, and to enshrine 
in them cult images bearing their likeness. 1 

All Indian imag@s,eBuddhist as well as Hindu, are given the attributes and insignia of 
royalty when,they are meant to express the power of the Godhead in which the divine 
law, dharma, is embodied. God, as Power, is King or Queen—for the imager is allowed a 
certain latitude with regard to sex. God, as pure spirit, is the celibate monk or muni. 
The earthly monarch, who by virtue of his office is the defender of dharıya, has always by . 
his side his guru, or purohita, aedisinterested spiritual adviser who is assumed to be an 
infallible interpreter of the Law and an expert in divine science? The Javanese temple 
builders were therefore only expressing the Indian sentiment that a dutiful king or queen 
was an incarnation of divinity and as such eptitled to divine honours. An Indian king” 
often tookethe name of his /shta-devata, his patron deity. : ° 

The duality of the Godhead as Being and Power i$ not always-imaged as two distinct 
persons, the god and goddess. Brahmanical philosophy insisted that, as these concepts 
were only the two aspects of the One, they must be’combinegl in one 1608. The Ardha- 
nari image of Siva (Plate 10B), in the great temple of Elephanta, an androgynous figure, 
half-male and half-female, in which the sculptor attempted to render the metaphysical 
idea’ realisticaily, is an artistic fiasco, although the three-headed bust of the Trimurti 


1 “The Influences*of indian Art” (India Society’s publication), PP: 84-5. ^. 
2 Fora further elaboration of the intimate relationship between Sacerdotium and Regnum see Ananda Coomaraswamy, 
Spiritual Authority and Temporal Power in the Indian Theory of Government, New Haven, Conn., 1942—R,@ 
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in the same temple is wonderfully impressive (Plate 85B). The artistic difficulty is met 
quite simply and satisfactorily in the imag¢ of the Dancing Siva, Plate 19, by putting a 
man's ornament in one ear and a woman's Mamen in the other. 

^ The Indian imager deals with abstruse mgtaphysical ideas, which in the West are gene- 

rally held to be beyond the limitations of ért, and approaches them with so much, reve- 
rence and sincerity that ne rarely falls into'banality or coarseness. 

In the exquisite bas-relief of the two divinities of the underworld, Plate ITA, the 
sculptor, inspired by the romantic legends of the Indian water-sprites, has succeeded in 
rendering the mystic union of the Divine Pair with unaffected poetic feeling and masterly 
design., Joined together under the canopy of their extended serpent-hoods, making a 
glory rourd their heads, the goddess clings round therneck of her lord with her right 
arm, holding a lotus flower to his breast with her left, while he with both hands encircles 
their two bodies with a wedding garland, the sweeping curve of which makes rhythmic 
play with the jewelled collars and the movement of the arms. The subtle gradations of 
surface modelling, carried dut to a delicate but not redundant finish, erfiance the striking 

` beauty of the linear design. 

- The Divine Power as god and goddess has another form of activity besides the creative 
one, exercised in the eternal conflict between good and evil, the Devas and Asuras. This 
is the constant theme of the Indian imager—Siva crushing a dwarf demon under his 
foot (Plates 16B and r9), or fighting the enemies of the gods (Plate 12) ; Vishnu in his 
Lion incarnation slaying the impious king Hiranya-käcipu (Plate 13) ; Durga destroying 
the buffalo-demon Mahisha (Plate 14A) ; Manjusri armed with the sword of knowledge to 
destroy ignorance (Plate 11B). 2... o 

One of the many schools of Indian religious thought, the Shaktas, worship the divine 
Mother-Power as the suprerae deity, under the name of Kali, Devi, Mahä-Shakti, and 
others. “She is the Great Queen (Mahäräjri) of Heaven and of yet higher worlds, of 
earth, and of the underworlds. To Her both Devas,’ Devis, and men give worship. 
Her feet are adored by even Brahma, Vishnu, and Rudra.’’! a E 

Shakta philosophy, says Sir John Woodroffe, in several' respects gives an original 

Ë presentment, both as regards docírine and practice, of the great Vedantic theme of the 

One and Many. Shakta worship is perhaps the oldest of the many primitive cults which 
Vedantic philosophy assimilated and transformed, for in the remotes? antiquity the 
goddess seems always to have taken precedence over the god, but its contributions to 
Indian art have not been great. Shäkta ritual uses the symbolism of the yantra 

3 in preference to that of the icon, and most of the artistic conceptions of the Divine 
እ have been appropriated by the other sects in which the Supreme Divinity is always 

od. 

E « Kali, as described in Shakta literature, is the personification of the Supreme Power 
E which withdraws everything into Herself at the dissolution of the Universe. She stands 
b^ naked in the dread cremation ground of space, where all worldly desires are burned away, 

dark as the Void in which the germ of all things reposed before the world began, dancing 
"the Dance of universal destruction with dishevelléd hair, lolling tongue, and with blood 

_ trickling from the corners of her mouth. A long string of skulls hangs round her neck, 

the garland of letters’, symbolising the universe of names and forms now being drawn 

into Her undivided Consciousness. Under her feet lies the prostrate corpse-like body of 
_ her husband, Siva. “He is white, because He is the illuminating (Prak&sha), transcen- 

_ dental aspect cf Consciousness. He is inert, because the Changeless Aspect of the Sup- 

e. in truth She and He are one and the same, -being twin aspects of the One who is 

'elessness in and exists as change.” The devout Shakta worshipper who tries to 
te behind the Qil of illusion which. envelops this dread aspect of Kali, the 

I lias Magna Mater,”<by Sir John Woodroffe, “Indian Art and Letters,” vol. ii, No. 2. 

an ef Letters,” by Sir John Woodroffe, pp. 221-2. ^ 
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Destroyer of Time, fixes his mind on the light'and peace of spiritual liberation to which 
the Divine Mother leads her children. / | 

The Shakta artist, however, seems to have'rarely succeeded in clothing the imagery of 
these transcendental ideas with dignity and$dramatic power. At their best, images of 
Kali are a variation of the Natàxàja without ts superb grace and beauty of design. At 
their worst, in modern images, a black doll devoid ofeall artistic feeling serves to symbolise 
the concept of the great Mother of Nature. ut 
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— — religious teaching, gave a more natural human interest to the metaphysical ideas which 

— the temple sculptor-and painter tried to express. The divine Buddha was incarnated 
as the Sakyan Prince whose life-story and previous births (jätakas) were carved or painted 

On every relic shrine for the edification of pilgrims. By followers of other sects Sakya 
Muni was regarded as one of the ten incarnations of Vishnu, among which were Rama, 

« the famous king of Ayodhya, whose adventures were told by every village story-teller, and 

| Krishna, the divine Cowherd and hero of the Great War, who led the Pandavas to victory. 
Siva, the Great God himself, lived in his icy. cell on Mt. Kailäsa the usual life of an Indian 
Yogi, served by his other self, his devoted wife, Parvati, King Himalaya’s fair daughter, 
except when he was helping the other gods in their warfare with the Asuras and showed 
himself in all the majesty of the Godhead. 

— There was, therefore, no lack of subjects which the scúlptor and painter might use for 
— the decoration of temples, monasteries, kings’ palacés, and more humble dwelling-places. 
But the icon which was the object of worship in the inner shrine of the temple stood in a 
category by itself, as a special symbol of the divine nature,-and demanded the skill of the 
finest craftsmen. . The legends of the Buddha’s life on earth coloured the imager’s con- 
ception of him as the Divine Yogi, and Búddhist art, before Mahayana doctrines re- 
shaped it after.its own cosmological notions, was so far in sympathy with the Gandhäran 

school that it never attempted the physiological’ impossibilities or abnormalities with 

ich Hinduism deliberately invested the Divine Form. The typical Buddha image 
in human shape, of a type familiar to every Indian, only made of a pürer, finer subs- 
ce than ordinary flesh and blood. » ‹ : 

t “orthodox Hindu teaching always held it to be irreverent and illogical to found 

ic ideals of the Divine solely upon the contemplation of the human form. “The 

rt d says Sukrachärya,: “should attain to images of the gods by means ef spiritual 
ntemplation only. The spiritual vision is the best and truest standard: for him. He 
depend upon it and not at all upon the visible objects perceived by external 

It is always commendable for the artist to draw the-images of the Gods. To 

human figures is bad, and even irreligious. It is far better to present the figure 

a god, thoügh it is not beautiful, than to reproduce a remarkably handsome human 

1 contemplation.” Here is the keynote of Hindu art, as it was that of the 

elico and other great Christian masters.? Thé whole philosophy of Indian 


ሮ 
> reputed author Of an ancient Sanskrit work, '"Sukra-nitisàra," or “The Elements of Polity by 
th chapter, besides discoursing on politics, law, reformatory institutions, and the punishment 

and sciences, the building of castles, temples, bridges, and ships, the making and repairing 
ር digging of wells, etc. It was translated into Tibetan in the seventh century A.D. 
| of the processes of artistic €reativity in India see Ananda Coomaraswamy, “The 
" Figures of Speech of Figures ፅ/ Thought, London, 1946, pp. 145-157. Accoraing 
dure of creating a work of art, the first being directed towards the realisation of a 
zadhyana) and the second the rendering of this vision in concrete form. Coo- 
ከ the Sukranitisära passage quoted by Havell in his Transformation of Nature in 

es th Kimchit-Vistara-Tara Sadhana published ac No. 9 in the Sadhanamala, 
the process of artistic creativity —P.C. TE 
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- art is in these two words, and they explain a great deal that often seems incomprehensible 
and even offensive to Europeans. E 
While the Greeks made the perfect human body the highest ideal for an artist, there has 
been always in Indian thought a pum objection to anthropomorphic representations 
of the Divine. The Aryans in zarly Vedic (mes built no temples, and image-worship 
was not recognised in their higher ritual. The Hingu Sästras held that it is unlucky to 
have any representation of a human figure within the inner precincts of a temple. The 
substitution of a plain stone emblem of phallic origin for an anthropomorphic image in 
Salva worship may be due,to this feeling. The change appears to have taken place about 
the time of the great Hindu reformer of the eighth century, Sankarächärya, who regarded 
the Lingam as a symbol of the Eternal Unity, or of the“ formless god.” ° 
In the temple of Chidambaram in Southern India the Cause of all things is represented 
by space—an empty cell—showing a fine perception of the limitations of art; for how 2 
can art, which is knowledge and expression, represent the Unknowable and Inexpressible ? E 
The Mosaic law*declares, '' Thou shalt not make to thyself any graven image or likeness 
of anything that is in heaven or earth." The Buddha forbade the decoration of monas- ” 
teriesewith human figures. The Sunna, the law of Islam, likewise forbids the representation, 
of animate nature in art. ° 2 
The Buddhist creed originally was simply a rule of life founded on the precepts of 
right views, right resolves, right speech, right actions and living, right effort, right self- 
knowledge, and right meditation. Its ritual at first was purely symbolical and non- 2 
idolatrous, though the Buddha’s followers in after times adopted the image of the Master, ° 
or rather that of his spiritgalis&d Self, as an object of worship. For several centuries 
this spiritualised human type,domingted the ideals of Buddhist art, but when orthodox . ^» 
Brahmanical influence began gradually to assert itself more and more strongly in Bud- 
dhism we find Indian artists attempting to differentiate the spiritual of divine type from 
the human by endowing the férmer with swperhuman attributes, quite regardless of 
A olonia possibilities or probabilities. Indian art has never produced a Phidias or 
Praxiteles, not because an’ Olympian Zeus or an Aphrodite of Chidus was beyond its 
grasp, but because it deliberately chose imaginative rdther than naturalistic ideals of the 
divine form. ° i © 
z The old Hebtaic tradition, like the Greek, declared that God made man in His own 
e image; but the Hindu conception of the Cause of all things was of something much more 
vast and ynappro&ckable—a vision too tremendous for human eyes to realise. In one 
of the most strfking passages df the Bhagavad Gita, Krishna reveals to Arjuna the nature 
of his Divinity. It has been finely rendered into English by Sister Nivedita thus :* 

“I am the Soul, O Arjuna, seated in the heart of every being. Iam the beginning, the 
middle, and the end of all things. Vishnu among the gods am I, among the lights I am , 
the Sun. I am the mind among the Senses, the moon among the Stars., Amongst the e — 
waters, I am Ocean hirhself. Amongst trees, the Aswattha (Bo-tree) Tree am 1 ; amongst | 
weapons the thunderbolt ; and Time amongst events. Of rivers I am the Ganges. Of ° 
created things I am the beginning, the middle, and the end. Time eternal am I, and» 
the Ordainer, with face turned om every side! Death that seizeth all, and the source of 
all that is to be. I am the splendour of those that*are Splendid. I am Victory, I am 
Exertion, I am the Goodness of the good. I am the Rod of those that chastise, and the 

1 The phallic symbol, though found in the Saiwa temples of Java, does not appeag to have been the principal object of ” a 
adoration there, as it is now at Benares, the greatecentre of Saiva worship in India. From the gumber of statues of 
Siya found in Java we May conjecture that the worship of his image in human, or super human form, was also predo- 
min&ht in northern India, the birthplace of Saivism, before the time of Sankaracharya, as it still isin the south. At the 
time of Hiuen Tsang’s visit the principal object of worship at Benarès was a statue of Siva, a hundred feet high, “grave 2 


and majestic, fillingethe spectator with awe, and seeming as it were alive.” If the diSuse of anthropomorpläc images were 
only a consequence of the Muhammadan conquest it woutd have applied te the images of all other Hindi sects. 
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Policy of them who seek victory. I am the Silence amongst things that are secret, and . | 
the Knowledge of those possessed ofknowledge. That which is the seed of allthings, Iam 
That! Supporting this entire universe with a portion only of My strength, I stand !"' 
Arjuna begged of his divine Chariotegr to show him his Eternal Self, his Universal 
Form; but Krishna replied : “Thou art ngt able to look upon Me with this eye of tiiine. 
I will give thee an eye divine. See npw My sovereign, mystic nature !”’ 
Then, when Arjuna looked, he saw a resplendent vision, filling all the space between 
39 earth and heaven, glowing as a mass of light in every region, bright as the sun, and vast 
beyond all thought. It was Something with innumerable arms and faces turned every- 
where, uniting in its body all the gods, all men, and all, created things. Even with the 
supernatusal power bestowed upon him Arjuna was appalled by this wondrous trans- 
3 figuration and begged of Krishna to resume his milder '' four-armed form." He received 
š ; the solemn warning : = 


x : By favour, through my mystic form divine, ጥ 
h Arjuna, thou My form supreme hast seen, 
Resplendent, Universal, Infinite, 
Primeval, seen before by nonesbut thee. 
e Yet not by Vedas, nor by sacrifice, 
By study, alms, good works or rites austere 
Can this My, form be seen by mortal man, 
O Prince of Kurus ! but by thee alone ! - 
> 
Hindu philosophy thus clearly recognises the impossibility "of human art reatising the 
form of God. It therefore creates in Indian painting and sculpture a symbolical rep- 
resentation of those, milder, humanised, ‘but still superhuman, divine appearances which 
mortal eyes can bear to look upon. A figure with three heads and four, six, or eight arms 
seems to a European a barbaric conception, though 41 is not less physiologically impossible 
than the wings growing from the human scapula in the European representation of angels— 
an idea probably borrowed from the East. But it is altogether foolish to condemn such 
artistic allegories a priori, because they may not conform to the canons of the classic 
= art of Europe. All art is suggestion and convention, and if Indian artists by their con- 
Ee ventions can suggest divine attributes to Indian people with Indian culture, they have 
ው fulfilled the purpose of their art. It is the unfortunate tendency of “modern, European 
education to reduce art to mere rules of logic or technique, anatomy or perspective, style 
or fashion, so that the creative faculty on which the vitality of art depends is drowned in 
empty formularies of no intellectual, moral, or esthetic value. 
„ A bad craftsman certainly may make multiple arms and heads appear clumsy and 
a ridiculous, but in the finest Indian images, such as Plates 10B, 16A, 12 and 19, they are 
designed with so much decorative feeling and articulated so skilfully with the normal 
human body that they appear as natural as the body of a Greek centaur or faun. There 
226 often intense imaginative power and artistic”skill in these Indian conceptions, as 
— — - anyone who attempts to study them without prejudice will realise. What tremendous 
energy and divine fury are cöhcenfrated in the bronze statuette of Dharmapala (Plate 
— 164A), a manifestation of the Supreme Buddha as Defender of the Faith, trampling under- 
oot the enemies of religion ! And what a suggestion of majesty and restrained power there 


RES 


‘in the Manjusri (Plate 11B), the Bodhisattva representing creative science,! dispelling 
ance, with his uplifted sword of knowledge! This is from a gilt copper statuette in 
222228 Art Gallery, which is interesting as a historical landmark, for the inscription 

i the Buddhist analogtte of the Hindu Brahma, dr Vishvakarma. He is the great aschitect who constructs 


: | the world by the supreme Adi-Budáha's comriiand, as Padmapani by his command creates all animate 
odgson, “Languages, Literature, and Religions of Nepal,” p. 43. i à 
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MYTHOLOGY AND METAPHYSICS Z3 
on it in Nepalese shows that it was made to commemorate the death of a learned pandit 
and dedicated to a Nepalese shrine in the year a.p. 1782.1 It has all the fine sentiment 
and decorative skill of the older work, although the technique, especially in the modelling 
ofthe lower limbs, is perfunctory,and cannot compare with the much finer execution of the 
earlter Nepalese school from the same collectipn illustrated in Plate 17A. This is a three- 
headed and six-armed dävinity cast in copper and gilt, probabty representing the Bud- 
dhist Triad—Manjusri, Avalokiteshvara (Padmapäni), and Vajrapani, corresponding to 
the Hindu Trimürti, Brahma, Vishnu, and Siva. The modelling and movement of this 
little image aresuperb. ə , 

Hindu sculpture has produced a masterpiece in the great stone alto-rilievo of Durga 
slaying the demon Mahisha, fotind at Singhasari, in Java, now in the Ethnographic 
Museum, Leyden (Plate 14A). It belongs to the period of Brahmanical ascendancy in 
Java, which lasted from about A.D. 950 to 1500. The goddess is striding over the pros- 
trate carcass of the buffalo, in which disguise Mahisha has concealed himself, and seizing 
the real dwarf-lik® form of the demon, she is preparing to deal htm his deathblow. Judged 
by any standard it is a wonderful work of art, grandly composed, splendidly thorough in” 
techrique, expressing with extraordinary power and concentrated passion the wrath 
and might of the Supreme Beneficence roused to warfare with the Spirit of Evil. 

The student will find in this phase of Indian imaginative art an intensity of feeling—a 
wonderful suggestion of elemental passion transcending all the feeble emotions of humanity 
a revelation of powers of the Unseen which nothing in European art has ever approached, 
unless it be in the creations of Michelangelo or in the music of Wagner. But such qualities 
cannot be adequately realised in*isolated sculptures collected in museums and art galleries ; 
to be fully appreciated they must be,seen in their proper environment and in the atmos- 
phere of the thought which created them. ° 

In the cave-temples of Elephanta, Elloza, 4nd Ajanta Indian scuiptors played with 
chiaroscuro in great masses of living rock with the same feeling as the Gothic cathedral 
builders, er as Wagner played with tonal effects, hewing oyt on a colossal stale the grander 
contrasts of light and shade to give a fitting atmosphere of mystery and awe to the paint- 
ings and*sculpéare which told the endless legends of tHe Buddha or the fantastic myths of 
the Hindu Valhalla. z E O 

Though they cannot reproduce this atmosphere the three following plates (12,.13, and 
18) will give some idea of the imaginative power and artistic skill of Indian sculptors in 
dealing with compositions of great dimensions. They are examples of the finest period 
of Hindu sculpture, from about the sixth to the eighth century A.D., when orthodox 
Hinduism in India had triumphed over Buddhism, and before Hinduism had succumbed 
to the Muhammadan inyader. The art traditions, however, were a direct inheritance 
from Buddhism. 


Plate 12 is a splendid fragment from the great temple of Elephanta of a colossal sculp- 


ture of Siva. It was'mutilated by the Portuguese in the sixteenth century, but enough 
remains to show the noble composition and movement, and the broad but subtle modelling 
of the head, shoulders, and trunk, suggesting the etherealised divine body, with its broad- 
shoulders; slim waist, smooth skin, and refined contours. . * y 

Plate 18 is from the wonderful Kailāsa temple at Eflora, & monolithic idealised rendering 
of Siva’s Himalayan hermitage, intended to suggest to the pilgrims that by the grace of 
Vishvakarma, the temple craftsman s patron deity, a replica qf the Divine Yogi's heavenly 
cell had been put down for them at this sacred spot, so that they might b&spared the long 
‚and perilous climB to the real Kailásas E VU Fe 

The sculpture illustrates one of the weird legends of the strife between Ravana, the 


1 The full inscription, translated, is as follows; “Blessing ! Hail, Khagamaju tOn the occasion of tI* death of Bud- 
dhacharya Ratna Traya this image of Manjusri was made in the Samvat year 902, month of Kartika, 1oth day of the 
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ten-headed demon-king of Ceylon, and Rama, the hero of the Ramayana. Ravana, 
finding himself worsted in the fight with Rama and his monkey allies, flies in his magic 
car to Kailäsa, and placing himself beneath the mountain, strives with all his demon’s 
E — — strength to lift it up, hoping to carry off Siva and the whole Hindu Olympus, and thus 
EB masterfully to compel the great god's aid against his mortal foe. 7 

: Ravana is shown in the cavern he has made beneath Kailàsa, exerting terrific force in 
his effort to lift it up. The mountain quakes, and Parvati, Siva's wife, startled by the 


E-. shock, clutches her husband's arm and cries out, “Some-one is moving the mountain ; 
iow. we shall be overthrown !” Her maid is flying in alarm, but Siva, only raising one foot, 
b. presses, down Kailása upon Ravana’s head and holds him fast. 

Ee The rest of the legend says that the wicked demon-king remained a prisoner for ten 
E thousand years, until his grandfather, Pulastya, son of Brahma, teaches him to propitiate 
E Siva, and obtain pardon for nis crimes by performing penances and becoming a devotee 
e f of the god. 

2 The story is told with ifitense dramatic force and imagination in this great sculpture. 
š The whole execution shows an extraordinary command of plastic technique, not only in 
E i the grouping and composition of line but in the powerful and subtle treatment cf the 
3 varied gradations of rélief. With the feeling of a Rembrandt for effects of chiaroscuro, 
ጆር the sculptor has concentrated masses of deep shadow and strong broken light upon the 
= crouching, struggling figure of Rävana, which throws into high relief all the horror of his 


demoniacal power.. On the mountain-top where Siva sits enthroned, the serenity of his 
aradise—hardly disturbed by Parvati’s sudden movement and the alarm of her hand- 
| naid—is finely suggested in quieter alternations and gradations of relief, softened by a 
'eil of half-shade which falls over them from above, ጭህ 5 
The licence which the Indian artist allows himself, more especially in mythological 
scenes, of varying the proportions in figures ef the same group, has been used here with 
| great judgment and discretion. The twosprincipal figures in high relief, the attendant 
deities on the fight and left, and the crowds of lesser divinities‘and celestial Beings, all 
E play admirably their respective parts in the whole scheme. And the astonishing freedom 
E with which this great sculpture is Carved from the living rock, without arty of tHe mecha- 
nical aids of the modern sctlptor, makes it a splendid tour de force, quite apart from its 
higher artistic qualities. s 
Both at Ellora and Elephanta, as well as at Ajantà and other places, the sculptures, 
like the Greek statuettes of Tanagra, were carefully finished with s thin coating of the 
finest limeplaster, often as a preparation for colour and gilding—a process.analogous to 
the ganosis, or waxing, upon which Greek sculptors placed so high a value. At Ellora 
ከ6 whole of the exterior of the temple was given the effect of polished white marble, to 
1 Suggest the glittering snow of the real Kailäsa. The interior of the mandapam was painted 
116500. This plaster finish has often perished by age, by ill-treatment, or exposure, but 
uently it has been deliberately removed by amateur archeologists in their zeal for 
storation. The process is still used by Indian sculptors and builders, though common 
tewash, carelessly applied, is often substituted for it. 
13 is a fine fragment from the Das Avatära cave at Ellora, the temple‘of Vishnu 
cult is the principal modern rival to that of Siva.! This sculpture represents a 
nnected with Vishnu’s appearance on earth as the man-lion, one of his ten in- 
tions. The story is told in the Vishnu-puràna. Hiranya-kacipu, king of the 
Š me of the doorkeepers of Vishnu’s paradise, had obtained from Brahma 
yenances the boon that he should not be slain by any created being. Ir- 
ide, ከ6 then attempted to usurp the sovereignty of Vishnu, and ordered his 
ect to say that the Dasavatara at Ellora is a temple of Vishnu. Its sculpttre%s equally Saiva as 
mm wall being carved with Saiva and the southern with Vaishnava sculpture. The 
ga which would indicate that the temple was dedicated to Siva and not to Vishnu.—P.C. 
" 4 
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^. Bronze image of Dharmapala 


„(Batavian Museum, Indonesia) 


B. Siva as Natäräja Copper, 16th century, South India 
(Courtesy, Museum of Fine Arts, Boston) 
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son, Prahlada, to offer him the worship due tó the god. Prahlada refused and braved 
all the wrath of his infuriated father. When Hiranya struck him he only thought on 
Vishnu, and the blows fell harmless. He was cast into the fire and was not burnt. With 
thoughts still fixed on the Prestrver, he remained uninjured when elephants tried to 
trantple him to death, and when thrown fettered into the sea a fish, at Vishnu’s com- 
mand, carried him safely ashore. š ° 

At last, as Prahlada continued praying to Vishnu and proclaiming that He was every- 
where and in everything, Hiranya tauntingly asked, “If that is so, why dost thou not 
show him to me?” ote 

Upon this Prahlada arose and struck a column of the hall in which they stood, and 
behold, Vishnu issued forth in a*Form which was half-man and half-lion, and tore the 
impious Asura king to pieces. 

The sculptor has chosen the moment when the terrific apparition of the Man-lion rushes 
forth to seize Hiranya, who, taken unawares and with the mocking taunt still on his - 
lips, makes a desptrate effort to defend himself. ° = 

Any artist will appreciate the technical strength and imaginative power with which the 
subjests are treated in these sculptures. It would, however, be impossible to give an, 
adequate impression of the great sculptured monunrents of India within the compass of a 
single volume, even if sufficient material were available. But artistic research in India, 
though it has received a great impetus of late years, is still in its infancy. And even if the’ 
opportunities for artists were greater than they are there are some qualities in art which A 
are almost impossible to explain. ላ 

No bcoks or illustrations,can give the haunting mystery of the Gothic cathedrals, or 
the subtle influence of the interior of St. Mark’s at Venice. That only can be realised by : 
seeing them with a mind and disposition for appreciation. Ruskin has truly said, “The 
arts, as regards teachableness, differ from the scfences in this, that their power is founded 
not only on facts which can be &ommunicated, but on dispositions which require to be ` 
created." .I can only hope in the illustrations I have selected to explafn the motives 
and ideals, and to analyse the principles on which the master works of Indian fine art Bee. 
were based, leaving the rest to those who have the disposition and the opportunities for መ 
learning. f = 

TTE from fhe wanton destruction by bigots and Philistines, and the destsuctive 
influences of a tropical climate, there is a special reason why masterpieces of fine art seem 
to be rare jn India Compared with their number in Europe. This must always seem to be 
the case in an*art which is éntirely creative and imaginative, instead of naturalistic. 
For while imagination is the supremest virtue of the artist, it is also the most rare. Works 
of the highest imaginative power have not been more rare in Indian art than they ai 
any country ; but when a European fails in this highest poetic gift he finds a s 
in painstaking naturalism, which? to nine-tenths of the public, appeals more.th: 
tion. The Indian artist is usually left without this resource of mediocrity, for th 
tions of his art do not admit naturalism to be the highest aim, or even one of the 
aims—at least not in religious art. When he would play to the gallery he must 
on extravagance and eccentricity; which excite the ridicule of*the ignoran: 
critic. But more often he relies on his wonderful decorative instinct, and In 
always superbly decorative, even when it is wanting in the highest po 
It is only under European influence that it has fallen into the gnare of commi 
last and worst vice of decadent intellectugl powers. e 

. Art will always be caviare to the vulgar, but those who would really lea 
stand it should begin with Indian art, for true Indian art is pure art stripped of th 
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fluities and vulgarities which delight the uneducated eye. Yef Indian a 


subtle and recondite than the classic art 6f Europe, requires a higher 
understanding, and 5t rarely appeals*to European dilettanti who, with 
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erspecti natomy, rules of proportion and design, aspire to be art critics, amateur 
nters, sculptors, or architects, and these, unfortunately, have had the principal voice 
iding administrative questions which vitally affect India’s artistic life. So the 
uestion whether Indian art is still a vital force, ng India’s spiritual self, seems to 
je less important than the question of taste—or whether from the European standpoint 
dia’s spiritual self should be allowed to reveal itself in art which the European and the 
icised Indian do not appreciate or understand. 
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THE DANCE OF SIVA 2: 

WE have seen how Indian philosophy symbolises the Deity as pure form in the yantra; 
as sound in the*Divine Voice; represented by the mantras and by the ragas and raginis 
of Indian music ; again as pure thought, in the image of the Divine Yogi, and as tlfought- 
power in the person of the Divine Mother. 

The Power of the Godhead is also conceived by the artist-philosopher in terms of 
motion or vibration. Siva is the Divine Dancer, who in 108 different movements inter- 
prets the matheneatical law of the universe. The principal movement, known as the 


Nadanta dance, is represented with wonderful power in the famous bronze image of the ° 


Natäräja, the Lord of the Dance, now in the Madras Museum (Plate 19). Another form 
of the Dance, known as the Tändavan, which is similar to Käli’s Dance of destruction, is’ 
shown among the sculptures of Elephanta and Ellora.! DES 

In the Nàdànta dance Siva personifies the kinetic aspect of the Deity, or the Spira? 
Force of Yoga, regarded as the elemental force through which the universe is created, 
maintained, and eventually destroyed. In the image of the Divirfe Thinker, Siva (or 
the Dhyani-Buddha) is only tl& static centre round which the moving cosmic forces 
revolve, as electrons revolve round the static centre of the atom.? 

The symbolism of the spiral is universal in primitive ast. It occurs frequently in 
Indian art and mythology in the form of the cesmic Serpent, Ananta, the Endless One, 
who is the couch and canopy of Wishnu, the Lard of Life. Also in the myth of the Chur- 
ning of the Cosmic Ocean by the Devas and Asuras in order to obtain possession of the 
nectar of immortality. In this case Ananta, or Sesha, is used as the rope by which the 
churning #stick is turned. The convolutions of the Sálàgràm stone and of the conch- 
Shell, two of Vishnu’s emblems, are other instances. In Vedic times Siva, under the 
name of Rudras “The Roarer”,* was the god of the whirlwind. But in this Nataraja 
image he is conceived mystically and metaphysically as the Divine Spirit, the Supreme 
Intelligence, dancing jn the human soul, removing sin and the effects of Karma. “They 
never see rebirths who behold*this mystic Dance.” š 

George Bodle, the famous logician and mathematician, drew attention to a passage in 
the New Testament in which Christ uses the metaphor of the spiral in a similar mystic 


sense—a passage containing, he said, a psychological clue especially worth following up. , 


‘ The wind bloweth where it listeth and thou hearest the sound thereof, but canst not 
tell whence it cometh*or whither it goeth: so is everyone that is born of the Spirit” 
(St. John iii. 8). This, Boole pointed out, could not refer to wind travelling in a straight 


line, for of such a wind one knows whtnce it cometh and whither it goeth. In referring = 


to the spiral track of the whirlwind Christ was thus using a familiar symbol embedded in 
the art of East and West from the earliest times. ከ 

According to the philosophy of Yoga, the cosmic spiral force known as Mahä-Kuhdali, 
“the Great Coiled One,” has also its seat in the human body ; for the latter, as the micro- 
cosm of the macrocosm, is said to have a series of psychic centres, corresponding to the 
spheres of the cosmic yantra, arranged óne over the other from the base of,the spine to 


1 See “Ideals of Indian Art,” Plates 107B and 108A. . = °. 
5 See “Serpent Pawer,” by Sir John Woodroffe (Luzac); p. 69. ° ° $Š 
5 Nädänta, derived from the Sanskrit root nad, to roarPis a metaßhysical interpretation of the ancient Vedic concept. 


See Woodroffe's ‘‘Garland 8f Letters," p. 190. ጊ 
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the top of the brain. Each of these centres, in an ascending scale, represents different 

2 states of moral, intellectual, and psychic development. The highest, at the top of the 

brain, is called the Kailäsa of the body. By the practice and discipline of Yoga the 

adept is supposed to move the spiral force to gradually: uncoil itself, like a serpent, from 

its central point at the base of the spine, until, when the Yoga is perfect, it reaches the 

Kailasa of the body, and the state qf ecstasy (samadhi) is produced in which the human 

consciousness is merged in the Universal and Siva reveals Himself. The power of the 

Yogi to achieve this result depends upon the purity of his own spiritual condition : he is 

following, mystically, or psychically, the ardous winding path by which the pilgrim 
ascends to Mahadeva’s Himalayan hermitage. ፉ | 

The spriral is thus a symbol pregnant in meaning for indian artists, as it represents the 

progress of the soul towards Nirvana, and the whole scheme of cosmic evolution. The 

š Madras Museum Nataraja has been more discussed than any other figure in Indian ico- 

E. nography, but the most significant point conveyed by the main movement—that this 

ና = is the Divine Yogi manifesting in His own body the spiral law of tne cosmos, Mahá- 

kundali—has been hitherto unnoticed. Though this is not explicitly stated in the ritua- 

4 istic texts, it is clearly shown in the varied movements of the limbs, in the rhythmic 

E design of the contours, and even more emphatically in a very characteristic feature which 

makes this image unique in the Hindu pantheon—the wavy locks which are spread out 

‘as an aureole round Siva's head. The obvious mythological explanation is that the waves 

are symbolic of the sacred rivers which descend over Siva's head at ]ኗ 811858, a small image 

of Ganga being enshrined in them. But this spreading out of the matted locks round the 

head, which is not seen in any other Siva image, could only occur in a whirling dance, 

like that of the modern dancing dervishes whose obiect is the same as that of the Yogi, to 

excite in the dancer a cond:tion of psychic clairvoyance. This dance of Siva is still per- 

formed by the Devadäsis in the temples of Southern India, but in a much more stately 


2. 


er 
. 


3 and solemn tempo. Modern Saiva ritual:loes not, as d' rule, recognise dancing for men ; 

$ but in Vedic India both men and Devas danced, and the appropriate dance for,Siva in his 

4 Vedic aspect as Rudra, the storm-god, would be the dance of the whirlwind, as shown in 
E the Nataraja image. P ` 

E The mystic significance of the spiral, suggested by the combined movement of the body 


and limbs, would only be appreciated by the adept in Yoga. The more obvious symbolism 
of the minor gestures (mudras) is explained in the Sanskrit ritualistic texts. The drum, 
shaped like an hour-glass and held in the upper right hand, beats the cosmjc rhythm- 
sound representing the primary creative force and the idtervals of the'beat the time- 
process. The flame held in the corresponding left hand is the holy fire of sacrifice. The 
other left hand stretched across the body points to the uplifted foot of the Deity as the 
A refuge of salvation. The upraised hand of the lower right arm, round which a cobra 
ካሙ ss is coiled, assures the devotee of divine protection ; the torana, or arch of flame surround- 
ing the image, is the Hall of the Universe in which Siva is dancing" 

The demon under Siva's right foot is Muyalaka, the dark cloud of materialism in the 
Eternal Ether (A kasa), which disappears in the sunshine of the Divine Spirit. The popular 
mytholggical explanation of the Dance, intended for those who would not understand the 
occult meaning, is as follows: Siva, disguised as an ordinary ascetic, came to a forest hermit- 
age where certain heretical Rishis, his enemies, were assembled. He easily confuted their 
arguments ; they, in revenge, tried to destroy him by black magic. First they created a 
fierce tiger whieh sprang out of the sacrificial fire. Siva seized it in its spring, stripped off 
— — itsskin withthe nail ofhis little finger, and wrapped it as a garment roufid his loins. Then 
— they created a venomous serpent. Siva took it, wreathed it as a garland round his neck, 
ad begansto dance. Whereupon another evilshape, an ugly dwarf demon, rushed out of 
fire. Siva crushed it under his.foot, broke its back, and continued his triumphant dance, 
all fhe Devas and all the Rishis assembled as witnesses of the'Great Yogi’s power. 
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Auguste Rodin has written! an impassioned appreciation of this splendid bronze from a 
craftsman’s piont of view, protesting against the narrow prejudice which has labelled this 
art as barbaric. The tribute from the great French master makes further comment 
almost superfluous. It is wonderful how the movement of the Nataraja, in all its seeming 
naivéte, embodies the mystic idea of divine ecstasy. There is nothing in it of the mere 
animal gaiety of the Dancing Faun, nor any suggestion of the drunken frenzy of the 
Bacchanal. In its technical treatment the figure presents the same broad anatomical 
generalisation and the type of torso peculiar to the Indian divine ideal. No one who can 
appreciate the mastery of ¿he structure of the human figure and the immense technical : 
skill which the Hindu sculptor hare shows can believe that it was from want of ability or 5 
knowledge that he has suppressed the smaller details of the muscular system. The 
Indian artist, as a rule, delights in elaborating detail when he thinks it necessary ; but 
here, as in all his conceptions of Deity incarnate, he has deliberately left out the human Š 
details which he thought inappropriate. ° 

The image belofigs to the Chola period, about the tenth ot eleventh century, when > 
Indian art generally had lost the grand style of Gupta times. Compared with the best ° 
Elephanta sculptures, there is less impulsive energy in the whole conception, a certain, ነ 
suavity in the mode of expression— puissamment doux," Rodin calls it. Another 
magnificent bronze image of the Nataraja,? first published by Mr. O. C. Gangoly, which 
stands in its original place in the great Tanjore temple, approaches nearer to the forceful? 
ness of Elephanta in its energetic and passionate action. The power of its conception is 
enhanced by its size, for it is considerably larger than any other Nataraja known, the 
figure itself, excluding the pedestal and the torana, being nearly four feet in height. It 
is to be régretted that suffieient photggraphic material does not exist for a detailed com- 
parison with the better-known images ef the Madras Museun» 

Though the temple imagers conform to fixed faws of proportion and design, laid down 
in the Silpa-Sastras, the rules are hot so rigid as to suppress artistic individuality. There 
is a marked difference of ‘movement and expression in different images : it fs quite easy to 
distinguish the creative artist from the common craftsman who works only byrule. There 
are many'examples of the Natàràja, good, bad, and indffferent, in the temples of Southern 
India and in public and private collections (Plate 16B). Some of the temple craftsmen 
of the present day show no mean artistry when they are called upon to represent the 
Lord of the Dance, though modern images cannot compare with the great masterpieces 
of Chola times. ” > 

Siva, as mentioned above, ‘is said to dance in 108 different modes, though very few 
excepting the Nadanta dance are represented in temple images, probably because the 
spiral dance of Yoga sums up in itself the whole mechanism of the cosmos. Most of the 
other complementary modes of dancing are, however, carved as ornamentation on the - ፻፪ 
gateway of the Nataraja, temple at Chidambaram, with Sanskrit labels to distinguish — 4 
them (Plate 20A and B). Each dance may be said to symbolise some kinetic attribute Al 
of the Godhead ; a separate series of time-beats of the cosmic rhythm, like the musical | - 
ragas; or variations of the cosmic mathematical law. A series of serpentine dances = 
is shown, representing spiral or gltding motion, one with a similar significance is named 
after a flash of lightning. The discus, or chakra, represents circular motion. Eight of 
them are based on the swastika, which probably is a symbol of the movement of the sun 
across the heavens. A leaping deer suggests the wave-ling which in garly Buddhist | ። 
sculpture was used as a symbol ofre-ineagnation. A large number arediffisult to identify, 
either from the sculptures or the texts, but the general idea seems obvious, that Siva, 


the Divine Guru, teaches the geometrical law of the cosmos by dancing. k š 
Ganesha, or.Ganapati, the elephant-headed infant deity, whith we may assume to bea 
e e . 
2 “Ars Asiatica,” vol siiig x : | 
5 See “Handbook of Indian At,” by the author, Plate LXV a. ç .. a y 
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e tribal totem adopted by Brahmanism as a son of Siva, is the popular guardian 
eholds, remover of obstacles, patron of merchants, authors, and schoolboys (for 

cribe of the gods), and god of common sense, who must be invoked before every 
iterprise and mentioned before any appeal to the Divine Spirit. This quaint conception, 
ich strikes.the keynote of Indian thought—the intimate relationship between maù and 
is treated by Indian sculptors.in different moods, but always with great sympathy 
a full appreciation of its artistic opportunities. In Plate 17B, a fine sculpture from 
ern India, now in the Indian Museum, Calcutta, Ganesha is shown in a spirit of 
ing fun mimicking with entire self-forgetfulness the tremendous cosmic dance of 
—a delightful blend of the grotesque with the unconscious charm of infancy, and a 
asterly study of sumptuous plastic harmonies designed with the unfailing instinct of the 
dian craftsman for decorative effect. Thesplendid example of Indo-Javanese sculpture, 
te 2IA, now in the Ethnographic Museum, Leyden, equally rich and accomplished in 
i. hnique, shows the god in a graver mood with an air of elephantine sagacity, squatting 
“==  complacently, in an awkward attempt to assume the ritualistic pose of “regal ease", 
—  0ኪ a row of human skulls which are a reminder of his descent from the Great Destroyer 
— Siva. It is of the same school as the magnificent sculpture of Durga slaying the Buffalo- 
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emon, in the same collection (Plate 14A), and possibly by the same artist. 
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SCHOOLS OF SCULPTURE AND PAINTING 


THOUGH it is impossible to classify Buddhist and Hindu art into distinct schools on the 
basis of dogmatit differences, Buddhism in practice, if not in the essence of its teaching, 
was more favourable to the devel&pment of the fine arts than orthodox Hinduism, partly 
because for some centuries it had predominant influence in politics, and thus became more 
prolific in artistic creation, and partly because Buddhism in its origin was a protest against, 
the tendency of Brahmanical teaching to draw all men away from the realities of life into 


the metaphysical atmosphere of spiritualistic speculation. On the other hand it was 


Brahmanical thought which eventually transformed Buddhist ideals and gave art in - 


India jts peculiar idiomatic expression. 


The typical examples already shown are illustrative of the principal ideals of Indian art, * 


but do not give any clear indication of the separate schools of sculpture which undoubtedly 
always existed in India, though it has been commonly assumed by European critics that. 
the ritualistic and traditional character of Indian art imposed limitations upon it fatal to 
individual creative effort. E O Ves 

When Indian art was in its fulé vigour these limitations had no more restrictive effect 
upon artistic individuality tian those which regulated the pre-Renaissance art of Europe. 
As in every great art epoch, ceftain tráditional types were established, founded partly on 
sacerdotal prescription and partly on mödels created by the recognised masters of different 
schools. . 2 ን 

So far as sculpture is concerned, the, field is so wide and so much of it from an artistic 
point of view remains unexplored, that ahy attempt at a comprehensive classification of 
it according to schools must be more or less futile. 1 Historical catalogues, arranged on an 
archeological basis, often without sufficient artistic discrimination, have little value as 


. history and are often misleading as art. The European method of artistic exegesis, 


applied to India, will only provide more material for museums, the hobbies of the collector 
and for dealers in entjquities. bue : 

For real lovers of art it must always seem more important, before classifying Indian art 
according to schools and epochs after the method of the European historian, to realise 
that India has an unbroken artistic tradition going back for thousands of years. The 


discovery of a living Indian artist or craftsman, learned in theSilpä-$ästras and connected _ 


by a long line of ancestors with the most famous artists and craftsmen of antiquity, gives 
hope of keeping the springs of Indian craftsmanship flowing and an opportunity of his- 
torical study which is altogether denied to European art critics, even to those who search 
in our English villages for the last vestiges of traditional folk-music and art. 


The fact, alluded to by Mr. O. €. Gangoly,? that in a village «of the Tanjore District 


there exists at the present day a colony of temple tmagers descended from the great 
school of Chola craftsmen who built, carved, and furnished the famous temple of Tarfjore, 
brings the creators of the Nataraja to life and makes Indian art a reality instead of an 
academic pose. If it were only realised. as such, it would be as significant 4 fact for India 
as the discovery of skilled English craftsrhen descended from the builders of Westminster 


* This is no longer true, and a great amount of material has been since brought to light, studied and classified. + The 
history of Indian Art, in the stricter sense of the term, has made much progress, and the development ef the various 
schools of architecture, sculpture and painting flourishingeall over India is becoming clearer.—P.C. O 
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532 INDIAN SCULPTURE AND PAINTING 
Abbey or Wells Cathedral would be for Mr. Stanley Baldwin.! 
To bring about a real renaissance of art in India, the problem which must be solved is to 
ç find work and greater opportunities for the unemployed, or partially employed, artists and 
| craftsmen who form India's own traditional school ofart, not to establish more schools 
3 of a modern European type to keep them unemployed. But few of India’s poKtical 
P- mentors seem inclined to make use of the opportunities they now have of preventing 
k any further wastage of India’s artistic resources, or to realise that a vital art tradition 
1 once lost is lost for centuries, and can hardly ever be revived. It cannot be taught by 
schools, exhibitions, or museums, or recovered by the fulfilment of political hopes and 
ambitions. , = 
a For some years the Archaological Survey, under tue direction of Sir John Marshall 
became the best craft school in India by giving employment to many skilful sculptors in 
restoring the famous monuments their ancestors had built. But since that work was 
completed many of them have been constrained to go on educating their children for 
clerical or other occupations, as the present public works system gives tkem no opportunity 
for practising their own hereditary crafts. One of the most interesting of the old schools 
‚of sculpture thus helped by the Archeological Department is that of Orissa, represented 
by the splendid temple of Kanarak and by some fine modern buildings at Puri and else- 
where.? Because, like the Hindu schools of Southern India, it remained outside the 
influence of Islam, which emasculated most of the sculpture of the North, it still retains 
much of its pristine virility and imagination, though the school is fast dying out from ` 
lack of recognition. 

If the springs of Indian craftsmanship, which have flowed spontaneously for ages, 
must always be harnessed to Western machinery, driven by European art-mechanics, 
the inevitable consequence is that they will sooner or later be pumped as dry as similar 
English springs have been made by the same mechanical process. Indians who care 
anything for art must, above all things, prevent the mechanising of their traditional 
schools of ciaftsmanship. It means not only permanent economic loss but that 
sterilisation of the creative faculties which has been manifested in the building of 

; New Delhi. Nearly a century after the Anglicisation of Indian cducation began, 
x departmentalism can discover no Indian with creative powers to build or adorn the Indian 


q capital. 3 
8 Under the guidance of Dr. Abanindra Nath Tagore, C.I.E., the leader of the new 
E Calcutta School of painting, one family of the traditional school of Orissa is now working 


at Calcutta. The charming little panel, entitled “The Ga1dener's Daughter," Plate 21B, 

by Shidhartha Mahäpatra, a happy blend of the new tradition with the old, shows what 

may be done by sympathetic and wise encouragement of India's own art, which suffers 
more from the ban put upon it by Europe than from the iconoclasm of Islam. 

A complete survey of the traditional schools of art and craft still existing in India, 
especially of those which have not been debased by Western commerce, would be of great 
value, though the remarkable evidence of the vitality of Indian craftsmanship collected 

| in the Report on modern Indian Architecture, 1913,* has not persuaded the Public Works 
Department to revise 113 devastating methods in art. 

The traditional canons of indian art and craft are preserved in the Silpä-$ästras and 
other Works, but Sanskrit literature makes very little reference to the schools of sculpture 
and painting attached to the ancient universities and other religious foundations in India. 

— The most circumstantial information regarding the Indian schools of fine art, previous to 
AT ul times, is that given by Taranath, a Tibetan Lama, who wrote a history of Bud- 


a? 


e Prime Minister in an apneal for the preservation of old English cottages says that “we have to see if we cannot 
ain tay the springs of craftsmanship which have not flowed in this country for so long.” 
ndian Architecture," by the authcr, Plates CX XViI-VIII. : i 
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dhism in A.D. 1608. The last chapter, relating to sculpture and painting. has 
translated by Mr. W. T. Heeley, I.C.S., in fhe ean Ania = or ind, ፔ 
gives many important landmarks in Indian art history. 

“In former days," he writes, y human masters who were endowed with miraculous 
poWers produced astonishing works of art. It is expressly stated in the Vinaya-ägama 
and other works that the yall-paifitings, etc., of those masters were such as to deceive by 
the likeness to the actual things depicted. For some centuries after the departure of the 
Teacher many such masters flourished. After they had ceased to flourish, many masters 
appeared who were gods in human form ; these erected the eight wonderful chaityas 
of Magadha—th® Mahäbodhi, Ma jusri-dun-dhübh-ishvara, etc. [the relic shrines marking 
the chief sacred places of Buddhida], and many other objects.” ong 

This refers to a period of which no known artistic traces exist. There are other referen- 
ces to picture-halls and sculptured images in the Mahabharata, the Ramayana, and in the 
early Buddhist records, but Indian architecture at that time was almost entirely wooden ; 
the pictures, which were mostly fresco paintings on a foundatien probably of wood or of 
unburnt clay, have entirely disappeared together with the buildings. Taranath only 


briefly refers to the important monuments of the great Buddhist Emperor Asoka, circ. 


274-237 B.C., some of which, such as those at Bhärhutand Sanchi, still exist : 

“In the time of King Asoka, Yaksha artisans [a race of demigods or supernatural 
beings] erected the chaityas of the eight great places, the inner enclosure of the Vajrasana, « 
etc. 

The Vajrasana, “the diamond-throne," or the place under the Bodhi-tree at Gaya 
where the Buddha won enlightenment, was enclosed by a sculptured stone railing by 
Asoka. Part of this still exists. e 

"In the days of Nagarjuna’”’ confinues Taranath, bringing us down to about A.D. 
150, “many works were performed by ‘Naga artisans. Thus the works of the Yakshas 
and Nagas for many years deceived by their reality. When in process of time all this 
ceased to be, it seemed as if the knowledge of art had vanished from among men.” The 
principal works of this epoch now existing are the early paintings of the Ajanta caves, the 
sculptured rail of Amarävati and some of the Gandhaga sculptures. “Then,” says our 
historian, “for a long course of years appeared many artistic efforts, brought to light by 


2 


, the striving of $ndividual genius, but no fixed school or succession of artists." After 


this rather vague and legendary account the Lama gives us some more precise details : 

“Later, in the days of Buddha-paksha [the identity of this monarch is uncertain] 
the sculptilre and painting of*the artist Bimbasära were especially wonderful, and re- 
sembled thosé early works of the gods. The number of his followers was exceedingly 
great, and, as he was born in Magadha, the artists of his school were called Madhyadesha 
artists. In the time of King Shīla there lived an especially skilful delineator of the 
gods born in Marwār, named Shringadhara : he left behind him paintings and other 
masterpieces like those produced by the Yakshas. Those who followed his lead were 
called the old Western School.” 

The King Shila referred to is probably the celebrated Harsha Vardhana Siladitya 
(606-647), an account of whose empire is given in the narrative ef Hiuen Tsang’s pilgri- 
mage. The finest of the paintings and sculptures of ‘Ajanta may thus be attributed to 
this “Old Western” School. ኒው 

“In the time of Kings Devapala and Shrimant Sharmapala there lived in Varendra 
(northern Bengal) an exceedingly skilful artist named Dhiman, whose son was Bhitpälo ; 
both of these prodeced many works in Cast-metal, as well as sculptures and paintings, 
which resembled the works of the Nagas. The father and son gave rise to distinct schools ; 
as the son lived in Bengal, the cast images.of the gods producedsby their followers were 
usually called gods of the Eastern style, tvhateveremight be the birthplace of ¿he actual 
designers. In pairiting the followers of the father were called the Eastern School ; those 
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of the son, as they were most numerous in Magadha, were called followers of the Madhya- 
desha School of painting. So in Nepal the earlier schools of art resembled the Old 
Western School ; but in the course of time a peculiar Nepalese School was formed which 
in painting and casting resembled rather the Easternstypes ; the latest artists have no 
special character.” Rae n 
The King Devapala was the third of the Pala dynasty of Bergal, and reigned about the 
E middle of the ninth century.! Further research among the sculptures scattered about 
ሚመ Bihar and Orissa might lead to the identification of Dhiman’s and Bhitpälo’s work. It 
u: is interesting to find that there was a school of painting and metal-work in Nepäl founded 
on the work of these masters, for the fine copper-gilt image of the Trimürti (Plate 17A), 
and other examples of old Nepalese art, collected by the author for the Calcutta Art 
| Gallery, may give an indication of their style. Täranath proceeds to give some informa- 
Cim ‚tion regarding the Kashmir School : 
“In Kashmir, too, there were in former times followers of the Old Western School of 
E Madhyadesha ; later on a certain Hasuràya founded a new school of painting and sculp- 
ture, which is called the Kashmir School.” 
This interesting sketch of Indian art-history concludes with some remarks on the 
"comparative influente of Buddhism, Muhammadanism, and orthodox Hinduism on 
art-development : 
“Wherever Buddhism prevailed skilful religious artists were found, while wherever the 


(Orthodox Hinduism) prevailed, unskilful artists came to the front. Although in Pakam 
(Burma) and the southern countries the making of images 15 still going on, no specimens 
of their works appear to have reached Tibet. In the South *hree artists havechad many 
followers: Jaya, Parojays, and Vijaya.” A 

Taranath’s allusion to the inferiority of the Hindu artists points perhaps to some of the 
esoteric influences in later Hinduism which have contributed to the neglect and contempt 
into which Indian fine art, especially sculpture, hes fallen. It is probable that Sankara- 
charya, the great Hindu reformer and apostle of the Vedanta, who lived about the ninth 
century, was, if not an iconoclast, like the followers of Islam, as much opposed in principle 
to image-worship as the Early Vedic philosophers, though tolerating it as a spiritual 


sadhana: the yantra called the Srichakra, said to have been used by him, is preserved in 
the famous Sringeri Math he founded in Southern India. N 
Obviously the Vedantic doctrine of Maya, which treats all Nature as illusion, might, if 
‘pushed to extremes, cut away the ground of all artistic creation just as the intense mental 
| concentration which is the foundation of the Yoga School of philosophy might eventually 
153110 absolute quietism and intellectual sterility. These two tendencies may, therefore, 
have had some influence on the decadence of fine art in India. 
In the days of Hindu political supremacy the manifold activities-of a self-supporting and 
- vigorous national life would tend to stimulate the creative powers of thought and counter- 


| sense-perceptiom is concerned. But when these activities became subject to the 
elage of a foreign domiíratioí this stimulus ceased to be effective. Intellectual 
nduism gave itself up to its mystic reveries and ceased to interest itself in original artis- 
f 01109. | ei I Š 
on the one hand of the intellectual stimulus which gave it life, and, on the 
e physical stimulus of state patronage, promoting a ratural and healthy 
not surprising that much of the Hindu sculpture of the present day has 
typed repetition of conventional forms in which the highest poetic qualities 
enerally lacking. - ^ 


Mlechchas (Muhammadans) ruled they disappeared. Where, again, the Tirthya doctrines ' 


help for the ignorant masses. Sankaracharya himself used geometric symbolism in his ; 


he depressing influence of a doctrine which ied to a kind of intellectual nihilism, as - 
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Rávana ander Kailisa. From the Kailäsa Temple, Ellora. “(From a photograph in the India Office Library). 
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Siva as Natäräja. (Government Museum, Madras). 
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(Photos, A. L. Syed). 


Dance scenes from Chidambaram temple. 
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e But this very conventionalism and stereotyped tradition have nevertheless been the 
means of preserving artistic qualities which raise some modern Indian architectural 
sculpture far above the level of what Europeans and English-educated Indians perversely 
substitute for it. 1 


6* 


e Note: Taranath’s remarks on the development of Indian art has recently attracted much attention, and the observa- 
tions of Khandalavala (“Commentary on Taranath's Chapter on Buddhist Art," Marg, Vol. W, No. 1, pp. 61-63) are o. Sa 
particularly interesting. According to him the reference to the Yaksha artisans of Asoka might indicate the existence E 
of foreign (yavana) craftsmenea fact notjiprobable looking to the considerable Achaemenid influence found in Mauryan 
art. The reference to Nagarjuna is interpreted*by him to mean the Kushana period in North India and perhaps also the 
Andhra period in South India. The succeeding period during which Taranatha says hat it appeared as if the knowledge 
of art had vanished from among men is identified by Khandalaval#with the time between the fall of the Kushanas and 
the rise of the Guptas when the country was devoid of any significant artistic activity. The next period, which was 
marked by strivings of individual genius according to Taranatha®may refer to the early formative stages of Gupta art, 
though it is surpsising that the Gupta school itself seeths tg have been ignored by him. The reference to Buddhapaksha 
might really be à reference to Buddhagupta (A.D. 475 to 495), but he was amongst the last of the Gupta line, when 
Gupta art waselready an the decline. Who Bimbisara, the founder of thè Madhyadesa school, was is also not very 
= “clear, though Taranatha might be referring to the school of sculpture flourishing in Utjar Pradesh and Bihar from about 
A.D. 475 to A.D. 600. King Shila is identified by Khandalavala witisHarshavardhana, though Dr. U. P. Shah in his E 
‘recent work tends to identify him with Siladitya of Valabhi. The School of the Ancient West founded by Sring&ihara 
e during his reign has no connections with Ajanta and the Deccan, as thought by Havell, but refers probably to the art 
traditions of Gujarat, the ffourishing condition of which is borne out by the excellent sculptures found at Samalaji and 
other sites in former Idar state, and the gteat hoard of Jaina images discovered at Akota, which forms the subject of 
a study by U. P. Sih (Akota Bronzes, Bombay, 1959). Devapala is undoubtedly the Pala king of the same name who 
ruled Bengal and Bihar from A.D. 815 to 853 and Dhiman and Bitpalo are probably the great masters that laid the 
foundations of the Pala schools that produced works of equal merit in stone and bronze sculpture as well as in painting. 
With the Muslim invasion of India towards the end of the 12th century, many Pala artists fled to Nepal and Tibet, where ° É y 
they developed new schools of painting and sculpture. In this connection it is difficult to understand Taranatha’s መ. ዞ 
remarks regarding the similarity between Nepali schools and school of the Ancient West, though it is also true that some 
Nepali paintings exhibit characteristics such as angularity of drawing that reveal connections with the art of painting = 
in Western India, preserved chiefly as illustrations to Jaina manuscripts. The reference to Hasuraja and the Kashmir E ° 
school is also very interesting, and requires further investigation These indicate the persistence of a distinctive Kash- 
mir School of Painting and Sculpture, and it is Held by some authorities that this schoo'survived up to the late 16th 
century at least, when it helped in the formulation of the early idioms of Mughal painting and subsequently also played 
a part in the development of the Pahari schools of painting. In his recent work on Pahari Miniature Painting, Bombay, 
1958, p. 52, Khandalavala feels that the Kashmir school was obviously a school of wall painting, though other kinds of 
work may also have been done. Taranatha gives flo inkling as to the date of Hasurdja and all that®we can deduce is 
that the school founded by him was known in Taranathg’s lifetime, that is the last quarter of the 16th and the early 
quarter of the 17th century? He feels that “if there was a pre-Mughal school of miniature painting in Kaskmirethen the 
possibility of such a school also spreading to the nearby hill states would have to be countenanced,” but since no such 
school has ever come to light, “the probabilities weigh heavjly against there being any pre-Mughal school of miniature ው 
painting in Kashmir, dnd in the circumstances no Kashmir tradition gf miniature painting could have filteged into the 
Hills. What Taranatha was seferring to as the Kashmir school must be regatded as a school of wall painting or banner 
painting."—P.C. ° x ° A ወሬ 
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CHAPTER VIL ° 


“THE HUMAN IDEAL AND THE SCULPTURES OF BHARHUT, x 


SANCHI, AND AMARAVATI 


I 9 
: WE will now proceed to make acquaintance with a phase of Indian religious art which 
will appëal to most Europeans more than the study ol oriental iconography, for it brings 
us down from the transcendental heights of philosophic Hinduism to the plane of our 
- common humanity. i 
It is necessary, however, to bear in mind that though it might be supposed that in 
rendering the ordinary ñuman form and events of human existence Indian art is exactly 
in the same plane of thought as European, there is nevertheless a wide difference between 
them. Greek and Italian art would bring the gods to earth and make them tke most 
beautiful of men ; Indian art raise$ men up to heaven and makes them even as the gods. 
And until the fine arts were kept quite apart from religion, as in the Mogul period, the 
types of divine beauty established by artistic and ritualistic tradition profoundly in- 
fluenced the artist’s outlook upon life and the nature he saw around him. 
The ideal of manly beauty he set before himself was not represented by a Rajput 
warrior, but by the divine Buddha, Krishna, or Siva. His.idea of female beauty was not 
seen in the fairest of Indian women, but in Parvati, or in thè heavenly Apsards. Before, 
then, we begin to assume that Indian sculptors never attained to the same degree of 
technical achievement as Praxiteles or Michelangelo, we must always clearly understand | 
how far it is possible to draw any comparison between them ; and except in their mutual | 
reverence for the beauties of nature, and in the important part which art took in national 
x and education, there are not many points of analogy in the spirit of classic art and 
ndian. : à 
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THE SCULPTURES OF BHARHUT, SANCHI AND AMARAVATI 9E 


But beauty, for them, was for religion and love, not for idle pleasure ; they had the 
artistic 1nsight which sees beneath and beyond the external facts and beauties of Nature. 
They always sought for and found-— 

° 
œ Tongues in trees, books in the running brooks, 
Sermons in stones, and good (God) in every thing. ° 


The alternative reading of Shakespeare's text would make the philosophic Duké express 
perfectly the Eastern outlogk upon nature. Mr. J. Griffiths, in noticing the wonderful 
position of the Ajanta Cave-temples, says : 

‘ All the forces of Nature are “considered by devout Buddhists as expressions and 
symbols of the faith. For the vulgar, the waterfall or the wind turns the mechanical 
prayer-wheel, but to those devoted to meditation and the cultivation of a higher life, the 


mere sound of running water, the rustle of the leaves as the wind plays through them, the ` 


movement of the mouds in the sky, and the manifold life and activity of the creatures 
of the jungle, are so many hymns of praise to the great harmonious law enunciated by the 
life of .Buddha."'! : 

The people themselves shared fully in the feeling oftheir spiritual leaders. To take the 
pilgrim's staff in hand and leave the worldly life, to be one with Nature in all her moods, 


was the supreme desire of every devout Buddhist or Hindu, whatever his sect might be. - 
"The pious Buddhist would set out to follow, step by step, the Master's life on earth, from 


his birthplace in the Lumbini garden to the final accomplishment df Pari-Nirväna at 
Kusinara. And, as the great story was told again and again round the camp-fires at 
night, the teeming life of the jungle round about seemed to become part of it, and won- 
drous legends grew of the jatdkas, tlle Master's pre-existenges in the form of bird or 
beast, preparing by many an act of devotion and’self-sacrifice to show the way of release 
for suffering humanity. ° ° 

And then, as now, Siva” s followers climbed the winding pathway up the steep Himalayan 
slopes, through a paradise of tree and flower, above the dark forests of mighty deodar, to 
the region of cloud and mist and eternal ice and snows; gazing there with awe on the 
shining glories of the silver mountain where the great god sat in sublime meditation. 

Others would explore the country made sacred’ in national song and legend ; they 
would tread the sacred hill of Chitrakuta, and track the course of Rama’s and Sita’s 
wanderings by the bayks of the Godavari and in the forests of the Deccan ; roam over 
the battlefields of the heroes ofthe Mahabharata, and the scenes of Krishna’s adventures 
and amours M the pastures of Brindaban. 

And wherever the pilgrims went, and whatever might be their creed, the gods were with 
them always. They felt their presence in the countless denizens, seen and unseen, of 
forest, field, or flood. They heard them in the many voices of the jungle ; in the winds 
which swept through tlte forest trees, and in the waters which poured down from their 
heaven-built Himalayan throne. They knew their power and beauty by the rising and 
setting of the sun ; by the radiant light and heat of midday ; by the glories of the Eastern 
moonlit nights; by the majestic gathering of the monsoon clouds; by the fury of the 
cyclone, the lightning flash and thunder, and the clfeerful dripping of the life-giving 
rain. From this devout communion with Nature in all the marvellous diversity öf’her 
tropical moods, came the inspiration of an art possessing a richness of imagery and wealth 
of elaboration which seem bewildering and annoying to our dull Northern ways of thinking. 

Their art was glowing with spontaneoús warmth and fantasy, like the Nature which 
inspired it. Yet it was not based upon a sensual Nature-worship, like Hellenic art, but 
upon Nature regarded as the manifestation of one great Universal Law. It was less 
coldly reasoned than the art of Greece, but far mose spiritual; for the poets and philo- 


1 Ajanta Caves,” Introd., p. I. el 
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sophers of a highly intellectual age joined in using this jungle-lore which clung round 
c national history and popular beliefs as a framework for moral and spiritual instruction, 
inculcating by poetry, fable, and allegory the supreme law of life which the Buddha 
preached and the eternal truth of the immanence of God. 

Š The schools of art were not only the courts and palaces of kings, or offices of statc, but 
the monasteries and the sacred shrines at which the pilgrims, paid their devotions. The 
early history of this art and architécture belongs to a period when, the greater part of the 
country being covered by primeval forests, the most convenient material for building and 
sculpture was wood. But though in this perishable material no monuments of this 
earliest period actually survive, we can gather a cleay idea of the style’from the monu- 
ments of Asoka’s time, in which all the forms of thé ancient wooden construction are 
reproduced, and from the representations of buildings given at Bharhut, Sanchi, and 

: elsewhere. The modern wooden architecture of the sub-Himalayan countries, like 

` Nepal, and that of Burma, has many affinities with it. 
It is not, however, the purpose of this book to give a history of Indian fine art, but 
rather to show the highest development of it at a time when the monasteries and sacred 
i shrines had become great national sculpture and picture galleries ; and when, in the 
course of many centuriés, the traditions of Indian art-practice had become perfected into 

a science which was afterwards reduced to writing and recorded in the literature of Indian 

ritual and religion. Modern “educated” Indians, to their shame be it said, are mostly 

ignorant of or indifferent to this great science, the traditions of which are kept alive 

c E by the artistic castes of the present day ; though they are fast being crushed under the 

፡ vandal ከ66] of what we miscall civilisation, just 85 the traditions of the medieval artists 
and craftsmen have been extinguished by a barbarous. and godless commercialism. 

The practice of circumambulating a sacred shriñe or place, one of the oldest of religious 
observances, gave rise to the decoration of the pilgrim’s procession paths with painted and 
sculptured representations of sacred symbols and images, or illustrations of legendary or 
historical events. -The painted decorations were generally the work of monks or of 
craftsmen supported by the donations of pilgrims; the sculptures and images in the 
precious metals were often the gift of kings or other wealthy patrons. . A 

s The sculptured stone rails which enclosed the procession paths at Bhārhut, Sanchi, 
and Amaravati have been minutely: described and illustrated in archeological works ; 
and as apart from their decorative beauty they do not represent the highest type of 
Indian sculpture, it is unnecessary to enter into detailed critical examination of them. 
Artistically they are extremely interesting because they illustrate the development of 

Indian sculpture from the time of Asoka (c. 274-237 B.c.), to whose reign the*Bharhut rail is 

attributed, t down to about A.D. 170, the supposed date of the later Amarävati sculptures. 

Obviously the construction of these rails is borrowed from wooden prototypes ; but it is 
not only in constructional forms that they give indirect evidence of the ancient crafts of 
India, which are frequently alluded to in the Ramayana and ‘Mahabharata. The whole 
technique of the sculpture is a curious rendering in stone of the craftsmanship of wood- 

— Carvers, metal-workers, and painters, and as nothing similar to it is to be found in the 

sculpture of other countries, it will be interesting to inquire how this peculiar style ori- 

ginated. ' , 

3 Havell follows the date given to Bharhut by General Cunningham in Stupa of Bharhut published in 1879. This 
dating has long since been discarded and c. 150 B.c. is now more or less accepted as the period of construction. It is 
also possible that 811 parts of the Stupa were not constructed at one and the same time so that it would be more correct 
to state that the Construction of the railing was begun and finished within the limits of the gecond century B.C. There 
is an insctiption of a king named Dhanabhuti on the eastern gateway, and another of his son Vriddhapala on a rail-bar, 
the former containing the words suganam raje, in the kingdom of the Sungas. This together with other epigraphical 
"evidence from the site puts thé date of the balustrade definitely in the Sunga period between the extreme limits of 184 

— B.C. and 82 3.c. For an excellent discussion of the epigraphical material see Barua, Bharhut, Vol. I, Calcutta, 1934, 
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Before the time of Asoka the principal artistic crafts of India, exclusive of weaving, 
were those of painting, wood-carving, and metal-work. The two former were no doubt 
practised in the Buddhist monasteries of Northern India, as they are now in Nepal and 
Tibet. It must not be supposed that the mason’s and stone-carver’s art was unknown ; 
but nly that, as in all countries where wood is cheap and plentiful, the latter material 
was generally preferred for structural and decorafive purposes; and, therefore, the 
wood-carvers greatly exceeded in number the craftsmen who worked in stone, 

When Asoka succeeded to an empire greater than India had ever known before, and 
settled down as a devout Byddhist to cultivate the arts of peace, he employed the energies 
of his subjects in constructing a wast number of monuments and offices for the new state 
religion and many magnificent public works ; and, as he desired them to endure fof ever, 
he made as many as possible of brick and stone. 

“Asoka”, says Dr. Vincent Smith, “was a great builder, and so deep was the impression, 
made on the popular imagination by the extent and magnificence of his architectural 
works that legend» credited him with the creation of 84,000 stüpas, or sacred cupolas, 
within the space of three years. When Fa-hien, the Chinese pilgrim, visited Pataliputra, 
the capital, at the beginning of the fifth century A.D., in the reign of Chandragupta Vikra- 
mäditya, the palace of Asoka was still standing, and was deemed to have been wrought by 
supernatural agency. 

“ “The royal palace and walls in the midst of the city which exist now as of old, were all. 
° made by the spirits which he employed, and which piled up the stones, reared the walls 
and gates, and executed the elegant carving and inlaid sculpture work in a way which no 
human hands of this world couldaccomplish.’ "—Early History of India, p. 144. 

This ex€raordinary actividy in building must have created a demand for skilled masons 
and sculptors much greater than India could supply ; and just as in later times Shah 
Jahan brought masons from Samarkand, Shiraz, and Baghdad to assist in building the 
Taj, so doubtless Asoka imported numbers of skilled craftsmen from the great cities of 
western Asia. We can still recognise their handiwork in the magnificent monolithic 
pillars, some of which are fifty feet in height and about fifty tons in weight, wherewith 
Asoka marked many of the sacred places of Buddhism. * The finest of these, unearthed at 
Sarnath on the spot where the Buddha preached his first sermon, is a perfect specimen of 
the stone-masor?'s and carver's art (Plate 23B). The design is a Greco-Persian rendering 
of the Indian world-pillar, shown in all the buildings represented at Bharhut and Sanchi. 

The chief directton,of all these works would have remained in Indian hands, and the 
great majority of the craftsmen must have been Indian also, and therefore more accus- 
tomed to work in wood, ivory, and metal thaninstone. The wood-carvers found in the 
red sandstone which abounds in northern India an excellent material, which could be 
worked with practically the same tools as they had always used : there was no necessity 
for them to alter their usual technique. Fergusson thought that the surprising degree of 
technical skill shown ir? the Bharhut sculptures (Plate 23A and C) proved that stone must 
have been a material perfectly familiar to the craftsmen who executed them, and that 
their skill in lithic work must have been acquired by centuries of practice as stone-carvers ; 
but on technical grounds it is not necessary to assume this. Even now there is very 
little difference in the tools used in India for decorative purposes by wood, stone, and 
metal-workers, and technical skill acquired in one material could easily be transferred to 
another. The technique of the Bharhut reliefs suggests that they were the work of skilled 
wood-carvers attempting for the first time to use stone. This would explain why the 
sculpture of the early stone monuments óf India shows a much higher degree, of technical 
perfection than is found in the first attempts at stone-carving of a primitive state of 
art-culture. The sculptors are not tyros sin craftsmanship, but skilled wood or ivory 


carvers, or sometimes metal-workers. ° ° 2 š 
Asoka was by pririciple averse from warfare, and India, under the greater part of his 
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rule, enjoyed a profound peace, through the suppression of the rivalry and jealousy of the 

si numerous petty states, then consolidated into one great empire. There was, therefore, 
less occupation for those who manufactured and ornamented weapons of war, but a great 
demand for skilled craftsmen in decorating the sacred Shrines of Buddhism. The artist- 
monks also, now that Buddhism was the state religion; under the patronage of a power- 
ful sovereign, were not'satisfied with humble 518985 and monasteries of brick and clay 
decorated with fresco paintings on plaster; they faced them with stone, and made 
painted rilievos instead of frescoes. 

These circumstances explain the peculiar characteristics of the Bhàrhut, Sanchi, and 
Amaravati sculptures. So vast was the labour bestowed on the decoration of the great 
Buddhist-monuments that each became a permanent art centre and created a school of its 
own. The technical traditions were handed on from one generation of craftsmen to 
another, and so we find that even centuries afterwards when they were dealing with the 
hard limestone of Amarävati, they still reproduced in stone the artistic processes of the 
days of Asoka. Only in" Western India, and some other localities, where Asoka’s zeal 
for the Buddhist faith led to the carving of temples and monasteries out of the living rock, 
the craftsmen were forced to modify their methods, and other schools were created, witha 
perfectly lithic style of technique which culminated in the magnificent sculptures of 
Elephanta and Ellora already illustrated. 

The Bharhut rail (Plate 83A) is, according to Fergusson, the most interesting monu- 
ment in India from an historical point of view. It is especially important for the study 
of Indian sculpture, because it shows the degree of technical development the fine arts in 
India had reached before India came in contact with the Greco-Roman art of Gan- 
dhara, before the Indian artistic ideal was perfected, and before Indian artistic philosophy 
had been differentiated from that of classical Europe. Fergusson says : 

“It cannot be too strongly insisted that the art here displayed is purely indigenous. 
There is absolutely no trace of Egyptian influence ; it is, indeed, in every detail anta- 
gonistic to that art ; nor can it be affirmed that anything here could have been borrowed 
directly from Babylonia or Assyria. The capitals of the pillars do resemble somewhat 
those of Persepolis, and the honéy-suckle ornaments point in the same direction ; but 
barring that, the art, especially the figure sculpture belonging to the rail, seems an art 
elaborated on the spot by Indians and by Indians only.” 1 E 

Fergusson’s judgment in this matter, though disputed by some archeologists, seems to 
me to be perfectly sound. We must establish our theories on the stylé as a whole, taking 
into consideration the esoteric elements, not the external accretions, as those which 
determine the character and origin of it. The ordinary archeological method is rather 
like trying to ascertain the nature and growth of an oyster by analysing the crust outside 
its shell, ignoring the living organism, and perhaps a pearl, within. 

The Bharhut sculptures also show the interesting fact that in,Asoka’s time the worship 
of the person of the Buddha was not a part of Buddhistritual. “Everything is Buddhist, 
"but itis Buddhism without Buddha. He nowhere appears either as a heavenly person to 

be worshipped, or even as an ascetic.” The objects which attract the reverent homage of 

both men and beasts are the symbols of the faith ; the sacred footprints, the bodhi-tree 
in which the Presence dwelt, but not the Presence itself. Much of the figure-sculpture at 
— Bharhut is very primitive, but there are some which prove that, several centuries before 
——— the Gandhäran School had developed its ideal, Indian sculptors without foreign tuition 
— — Rad achieved no mean skill in rendering the human form. 
————— The figure called Sudarsana-Yakshini (Plate 23A) is one of the best of a series of semi- 
— divine beings which appear as guardians at the four entrances, on the upright supports of 
erail. ¿The two most obvious points to be noticed in it are, first, that the technique is 
that of a wood-carver ; and, second, that the treatment is frankly naturalistic. 
ory of Indian Architecture,” p. 89. ‘ 
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Bronze, 
(Indian Museum, Calcutta 


A. The Buddha in preaching attitude. 
Devapala period. 
(Patna Museum). 
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D. Vejra-Tärä. Copper-gilt, 15th- 
century, Népal. ‘ 


° ር 

ድ C. ‘White Tara.” Brass figure from > ‹ ‘ 
? Swayambunath, Nepal. s ም - Vépa X 
. 9 (Photo, Tibor Sekety). ^ (Courtesy, Museum of Fine Arts, Boston). 
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Relief from Bharhut: 
(From a%photograph in the 


The Sudarsanà-Yakshini. 
| o India Office Library). 
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There is no attempt to idealise ; no indication of the abnormally narrow waist or of the 


complete suppression of the muscular details which are characteristic of all later Indian > 
sculpture. Here we have “the shoulders loaded with broad chains, the arms and legs 

covered with metal rings, and the body encircled with richly linked girdles,” which, መሙ 
accotding to Professor Grünwedel, prevented Indian sculptors from producing an ana- 4 


tomically correct form. Yet the main anatomical] facts are temarkably well given, 
especially the difficult movement of the hips. In fact, it is very surprising that in this, 
one of the earliest known monuments of Indian art, we find such a high degree oftechnical 
achievement and such careful study of anatomy. 

If we accept the conclusion that the Indian artistic ideal is a feeble attempt to imitate 
Gandhäran models, or those of Greco-Roman art, we must assume that many cerfturies 1 
later than these Bharhut sculptures, when every branch of art had progressed and India 


WA ሎ፦ሠ-፦ ና 


was the acknowledged head of the scientific world, Indian sculptors and painters had ፦ 
actually retrograded in their art and were less proficient in anatomical knowledge than thé A 
artists of Asoka’setime. The only alternative to this conclusion is that which I propose, 5 

that at some period after the Bharhut and Sanchi sculptures Indian artists abandoned . 

purely naturalistic aims and perfected an ideal of their own, which was, no doubt, latent in ° 
Indian thought even earlier. c š = 


The Sànchi sculptures are supposed to cover a period beginning from Asoka 's reign, 
down to about 140 B.C. It would require a whole volume to do them justice, but, except 
as an important link in the evolution of the Indian ideal, they do not belong to the scope 
of this work. They are, however, magnificently decorative, and provfde a most wonderful ` == = 
picture of Indian life and thought, as described at the beginning of this chapter. The - 73 
visits of the pilgrims to the sacred shrines, the stories told by the camp-fires, the fabled 
pre-existence of the Buddha in the form of bird and beast, and all the mysteries of the 
untrodden primeval forests, are revealed in a Series of sculptures which, besides being 
most valuable for historical purposes, makes a rgost delightful, original Indian jungle-book. 
We can see, also, how strongly the idea of the essential unity of creation has taken hold | 
of the Indian mind. For all nature is Shown animated by a single purpose; man and | 
beast, gotls and demi-gods, and the weird monsters ofeIfidian mythology throng together | 
to join in worship of the emblems of the Buddhist faith. ° ° 
The Sänchi stulptures are, like those of Bharhut, entirely naturalistic in the treatment — 
of the human form. As Fergusson says : ; 
“All the men and women represented are human beings, acting as men and women have 
acted in all times, and the sutcess or failure of the representations may consequently be 
judged by the same rules as are applicable to the sculpture of any other place or country. 
Notwithstanding this, the mode of treatment is so original and local that it is difficult to 
assign it to any exact position in comparison with the arts of the Western world.” 
It would be better, perhaps, to cease judging Indian art by ‘Western rules, and allow, ~ ፖሥ 
India the right of keeping her own artistic soul. f 
The person of the Buddha as a divine being receiving adoration is still unrepresented, 
though he appears as Prince Siddhartha and as an ascetic. There are some figures of 
primitive Indian deities, such 85 8፤፲, the goddess of fortune, but they do not seem to 
suggest any connection with the dhyāna or yoga doctfine, or to represent an idealised type 
of body. The Indian artistic ideal, if it had been evolved at all, had not yet been adopted 
by Buddhism. z Š 
For European artists the greatest interest of the Sanchi sculptures, apart from their ^ 


` ፤፲ከ6 publication by Marshall and Foucher of three magnificent volumes entitled The Monuments df Sanchi, London, 
n.d., 3 vols., fulfilled adequately the need felt by Havell. The antiquarian remains on the hill date from the time of the 


“መሚ: ጨመ 
Maurya emperor Asoka to the eleventh century A.D.. The Great Stupa, the prificipal monument on éhe hill, is also o 
a structure built and reconstructed over a long period of time. “The railing and the four gateways, Rowever, can be 
dated to about the middle of the first century BS;.—P.C. j 
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great decorative beauty, will probably be in their wonderfully truthful and skilful render- 
ing of animal life. This is especially remarkable in the Eastern Gateway, one of the 
latest of the Sanchi sculptures, illustrated in Plates 24, 25, 26A and B. 
Yet some of the single detached figures are extremely good, and show a great advance 
on the art of Bharhut, though the style is similar. Plate 25 is an illustration of a female 
figure, a dryad, perhaps the sylvan ን invoked in the Vedas as Aranyani, singularly 
fine in movement and skilfully modelled, which forms a bracket on the right-hand side 
of the same gateway. The style of it shows no trace of the Hellenic tradition, nor of the 
idealism of later Indian sculpture. It is a piece of simple forceful realism by Indian 
sculptors, before any attempt was made to idealise the human form. ` Nevertheless it 
would-be difficult to find among the Gandharan sculptures anything to surpass it, either 
in technique or in artistic feeling. 
Though the wooden forms of construction are retained, the later sculptures of Sanchi, of 
which these are examples, show a perfect familiarity with the technique of stone-carving and 
great freedom of executian. The best figure sculpture found here, taken in conjunction 
E with that of Bharhut, make it abundantly clear that before the Sanchi gateways were 
finished, or before any of the Gandháran sculptures were executed, India had developed 
an original school of sculpture, and was no longer dependent upon foreign aid, as it was, to 
some extent, in the time of Asoka. Indian art continued to assimilate foreign elements, as 
every living art will. TheGandhäran sculptors, no doubt, sometimes found employment in 
India proper, but they did not come there as teachers, for India had nothing to learn 

- from them in technique, and she deliberately chose ideals different from those of Greece. a 

E: The next important series of sculptures representing early Indian,life and history are 

E those of Amaravati (Plates 27 and 28),! a Buddhist settlement pn the banks of th? Krishna 

E River, in Madras, and probably one of the starting-points'of the adventurous emigrants 

5 who colonised Sumatra, Java, and Cambodia. These sculptures are attributed to the 

last half of the second century A.D., so there is an interval of something like three centuries 

between them and the later Sanchi sculptures. It.is obvious that a great deal of Indian 

sculpture must have been produced in the interval, but very little of it remains, no doubt 

for the same reason that hardly äisything has been found before the time of Asoka, namely, 

because most of it was executed in the wood of the trees consecrated to Vedic ritual. = 
. — Asoka's immediate successors did not continue his zealous propagandu of Buddhism, 

so Indian builders and sculptors naturally reverted to the material most convenient for 

them. Inthe meantime, however, on the north-west frontier of Indja, the Indo-Baktrian 

school of Gandhara arose. Gandhara was a country in which suitable stone for building 
: and sculpture was more plentiful than wood ; so while all the wooden, or Semi-wooden, 

_ — — buildings constructed in India in this period have totally disappeared, the stone and 
— brick monasteries and the stupas of Gandhara have left a great deal of their rich sculptures 
to posterity. This, and the fact that Gandhära was closer to the outskirts of the Roman 
X Empire, and therefore more susceptible to Greco-Roman influences than India, have 
given the Gandharan school a rather fictitious importance in the history of Indian art. 
To understand this early period of Indian art rightly we must always bear in mind that 
 ፲0፲ every monument in,stone which now exists, there were perhaps a thousand in less 
permanent materials, which have completely disappeared. 

ከ6 Amarävatı sculptures show the Buddha for the first time in Indian art? as a divine 
gs ‘Some of them are now in the British Museum, a few in the Indian Museum, Calcutta, but most of the finest and best 


ved are in the Central Museum? Madras. 


3 


ath and dedicated by Friar Bala in the third year of the reign of Kanishka and the splendid Katra Buddha 
Museum dated by Yogel to the early Kushana period. See J. Ph. Vogel, La Sculpture de Mathura, 
es, 1930, pp. 35-30. The appearange of the Buddha image at Amaravati has been dated by Douglas 

vali Sculptures in the British Museum, London, 19545 P- 58 ff) to the last two decades of the second 
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being receiving worship, and as the type of Buddha image closely resembles that of 
Gandhara, Professor Griinwedel and other archeologists infer that the Greco-Roman 
artists of the Kushän Empire supplied Indian Buddhists with the ideal of their divinity. 
But the Amaravati Buddha is nbt the Indian ideal of divinity : it is a transitional type. 
In all the art of Amaravati we see Indian sculpture passing from the naturalistic school 
of the Asokan epoch into the idealistic school in which Indian art reached its highest 
expression. The simple, unsophisticated naturalisnfof the Bharhut and Sanchi sculptures 
is here beginning to change into a very pronounced style of an academic Character, but 
wholly different from the style of Gandhära, though in the detail Gandharan or Gr&co- 
Roman types frequently*occur, 

One of the finest and best preserved of the Amaravati reliefs is a sculptured slæb from 
the base of the stupa (Plate 27A) now in the Madras Museum. It represents the stupa 
itself, surrounded with its rail, and with a crowd of adoring spirits, the vidhyddharas, 
hovering round its summit. These figures are perhaps the most beautifully designed òf 
all, and they shoy clearly the idealistic treatment which had deyeloped in Indian sculpture 
since the Asokan period. The flying movement of these heavenly spirits is conceived with 
rare artistic feeling and a thorough grasp of the mechanism of the human body, although 
the details of the muscular system are purposely suppressed. “ 

In the Tusita heavens above the stüpa, supported by the two mystic world-pillars on 
either side, the Buddha sits enthroned receiving worship.1 Here and elsewhere in the 
reliefs he is clad in the same loose robe as the Gandharan Buddhas. This partially con- 
ceals the form and makes the idealistic treatment less conspicuous than it is in the almost 
nude figures of the vidhyadharas, of in the Buddha of later Indian sculpture illustrated 
previougly. In thé small uprigbt panels on the right and left of the throne are two very 
expressive figures of 8 Naga “Raja and his wife worshipping. They are well drawn and 
modelled with more anatomical precis?on than the vidhyadharas, as if to suggest a contrast 
between ordinary mortal form and the divine one. 

This distinction, whether it is inteptional of not in this particular case, is not observed 
throughoüt the reliefs ; nor is it characteristic of Indian art as a whole. But it is easy to 
understand that the recognition of a special type of beduty for divine beings would very 
speedily resolve itself into a general idealisation of the human form in the same direction ; 
the first step being its application as a mark of distinction for persons of high rank, and the 
next its adoption as a general academic formula. 

The Amarävati reliefs, so far from being inspired by Western ideals, indicate the 
definite evolution of distinctly Indian ones : except for a few obviously borrowed details 
and motifs there is very little that is foreign about them. The style and whole mode of 
artistic expression are developments of the Bhärhut and Sänchi school, as can be seen in 
the beautiful group from the British Museum, Plate28A. Theslim-waisted figure stand- 
ing by the horse, probably intended for Prince Siddhartha, shows the tendency towards” 
Indian idealism. The two female figures, charmingly natural in pose, are ordinary 
human beings like those of Bharhut and Sanchi, but the execution shows no trace of the 
Western academic style. The exaggerated thinness of the legs of all the figures was, 


ጋ 


century A.D. The sculpture of Amaravati has been divided by Barretf, ibid., p.99, into three phases, namely, the Early, 
the Middle and the Late phase, stretching from roughly the second to the middle of the third century a.p. Fora different 
chronology see C. Sivaramamurti, Amaravati Sculptures in the Madras Government Museum, Madras, 1942.—P.C. 

1 These mystic world-pillars are interpreted by Coomaraswamy as representations of the Buddha as Supernal Sun. 
See his Elements of Buddhist Iconography, Cambridge, Mass., 1935, Plate I, Figure 2, where an almost identical pillar is 
reproduced and discussgae The dharma chakra on tap is supported by four lions of which only ከ፳ are visible. It hasa 

- nave in the shape of a lotus, “the eight petals representing directions ; there are sixty-four spokess the triple felly is 
fringed with twelve trisula symbols, representing solar months . . ... The wheel is supported by a column, the Axis of the 
Universe, corresponding to the trunk of the Tree of Life, and the ‘one leg’ of the Sufi when alluded to as eka pada. , At 
the base level there are a throne and a footstool, with wheel marked feet, መጨ ር These His traces on N are adored by 
human worshippers."—P.C. ^ 
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perhaps, less marked when the sculptures had their finishing coat of fine plaster, though 
thin legs, like an antelope’s, were marks of beauty both for men and women in Indian art. 

The foreign elements in all of the Amaravati sculptures are not more conspicuous than 
those usually found in the art of any country which from its imperial position has become 
a centre of attraction for people of many and diverse nationalities. Nowhere do they 
justify the assumption tl at Indian art at this period wasin Graeco-Roman leading-strings. 
There is this in common with the Gandharan sculptures and those of Amaravati—that 
both were inspired by the monastic schools of northern India ; the former employing 
foreign agents, the latter mostly Indian. The foreign artists of Gandhara were naturall 
slower in absorbing Indian impressions, derived from the philosophical schools, than the 
native'artists. The great culture-centres of Asia were at this time the Indian universities 
of Takshasila, Benares, Sridhanya Kataka, on the banks of the Krishna, and Nàlanda : 
their influence was supreme, and compared with it the whole influence of Hellenism in 
Indian art may be taken as a negligible factor. It is to the direct teaching and influence 
of these great educationa! centres, rather than to the occasional intrusion of foreign 
suggestions and foreign technique, that we must look for an explanation of the develop- 
ment of Indian artistic ideals. For certainly the teaching of the Mahayana doctrine by 
Nagarjuna, and the infusion of Brahmanical ideas into Buddhism, were the influences 
which shaped the ideals of Indian art, not the migration of Western artistic ideas east- 
wards. India was not then in a state of pupilage, but the teacher of all Asia, and she 
< only borrowed Western ideas to mould them to her own way of thinking. “What Cluny 

- and Clairvaux were“to France in the Middle Ages," says Fergusson, “Nalanda was to 
Central India—the depository of all true learning and the foundation from which it spread 
to all other lands of the faithful.” The whole range of education in these great uni- 
versities was schemed and co-ordinated with a breadth and largeness undreamt of in 
modern India. There were schools of painting, sculpture, and handicrafts as well as of 
mathematics, astronomy, medicine, and other sciences ; at Nalanda religion and philoso- 
phy were taught from a hundred chairs. Not less greatly planned were the equipment and 
environment of the colleges. Hiuen Tsang, who resided at Nalanda for several years, 
describes it as“ an enchanting abúte.” It had been in existence for sever centuries when 
he visited it. Six successive Indian kings had devoted their pious efforts to building and 
ae adorning it. The last one reorganised the work of his predecessors, opened a number of 
halls for conferences, and surrounded the whole convent with a single wall. One gate 
opened into the great college which the Chinese pilgrim thus describes : « 

"The richly adorned towers were arranged in regular order ; the pavilions, decorated 
with coral, appeared like painted hill-tops ; the soaring domes reached up to the clouds, 
and the pinnacles of the temples seemed to be lost in the mist of the morning. From their 
windows one could watch the movements of the winds and clouds, and above their lofty 
roofs the sun and moon could be seen in conjunction. ; 

All around pools of translucent water shone with the open petals of the blue lotus- 

flower; here and there the lovely kanaka-trees hung down their deep red blossoms ; 
and groves of dark mango-trees spread their shade between them. In the different 
courts the houses of the monks were each four stories in height. Thepavilions had pillars 
፲ ornamented with dragons, and bears resplendent with all the colours of the rainbow— 
_ tatters richly carved—columns ornamented with jade, painted red and richly chiselled, 


. and balustrades of carved open work. The lintels of the doors were decorated with 


eis 


elegance and the roof covered with glazed tiles of brilliant colours, which multiplied 
emselves by reflection, and varied the effect at every moment in a thdrwsand ways.’’4 


EN) 
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m 
x — The groves of mango-trees and the immense tanks still remain as memorials of this 
| splendid convent. Therewwere thousands of these convents in India, though this was the 
fin S of them all. To them students flecked from all parts of Asia, and from them went 
Tig Vie de Hiouen Thsang," by Stanislas Julien, pp. 150, 151. 
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out the missionaries who brought Indian philosophy, science, and art to the most distant 
parts of the continent, China, Korea, and Japan. 

Among such surroundings and by such influences were nurtured and developed the 
culture and ideals which created the great monuments of Indian art, and such was the 
respect for the dignity of learning inspired by them that, according to the Chinese pilgrim, 
no single instance of deliberate rebellion against the rules had been known at Nalanda 
during the seven hundred years since the foundation of the college. Apparently they 
possessed a secret of which modern India is ignorant. But could love of the alma mater 
ever grow up,among the gqualid, hideous surroundings, unkept and uncared for, of most 
Indian colleges ? ° 

The Amaravati reliefs are considered by Fergusson and Professor Grünwedel to represent 
the culminating point in Indian sculpture. But this view can only be held by those who 
regard as decadence, instead of a new development on a-higher plane of thought, the 
departure from European canons which here took place. Indian sculptors reached muc 
higher imaginatite flights and achieved greater technical triumphs, but, after Amaravati, 
they adopted an ideal of beauty totally different from that of Greece. They never at-- 
tempted such a minute scientific investigation of the human structure as the sculptors 
of the Italian Renaissance made, because it would have been useless to them in perfecting 
an idealistic creation based upon imaginative and artistic feeling, rather than upon 
scientific facts. . 

Though they are far from showing the highest flights of Indian sculptors, there is much 
beautiful work in them. The tradjtions of Sänchi were upheld irt the most delightful 
studies of animal life, combined with extremely refined conventional ornament. The most 
varied movements of the human figure are drawn and modelled with great freedom and 
skill. The action and grouping of the figures are singulasly animated and expressive. 
In skilful composition, especially in the design of crowds, a point in which Indian artists 
always excelled, they far surpass the contersporary school of Gandhära, and although 
the sentiment seems sometimes rather forced and artificial, it 15 much more genuine than 
the conventional, smug pietism of the Graeco-Roman, or Jndo-Roman, sculptures. 

In Indian art they take much the same place as Celffni’s work holds in the sculpture of 
the Italian Renaissance. But technically the two rails must be considered as painted 
rilievos, rather than true sculpture. The artists Telied upon colour, instead of alternation 
of light and shade, to give emphasis and variety to the composition. Now that the 
colour hgs entirély «lisappeared, the effect of the sculpture viewed at a distance is com- 
paratively cold and lifeless, in spite of the prodigious amount of labour bestowed upon it. 

The Indian ideal which we see in process of evolution at Amaravati was finally perfected 
several centuries later. The various types of it have been discussed in the previous 
chapters. The next great series of sculptured reliefs in which Indian real life is vividly | 
portrayed are those which adorned the great Buddhist shrine of Borobudur, Java's 
Kailasa temple. Thése must be dealt with in greater detail in the next chapter. 
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| BOROBUDUR—THE KAILASA OF JAVA 

THE native chronicles of Java, says Sir Stamford Raffles in his History, date the earliest 
arrival of colonists from India about A.D. 75, when a prince of Gujarat led an expedition 
to the island, which did not, however, succeed in making a permanent settlement. In 
603, they narrate, a great fleet convoying some 5,000 men, including agriculturists and 
< artificers, established a Gujaräti dynasty in the centre of the island, under whose rule 
most of the great monuments, including the city of Prambänam and the famous stüpa 
of Borobudur, were built. : But modern archeological research has reveäled the fact that 
- about 750, the approximate date of the building of Borobudur, the then ruling power in 
Central Java had been expelled by a rival Indian dynasty, the Cailendras, established in 

Sumatra ; the Cailendras, therefore, must be regarded as the builders of Borobudur. 

The famous stupa, the greatest Buddhist monument of the world, has a character of its 
own quite distinct from any known Indian prototypes. It may rightly be called Indo- 
Javanese in style, for it was characteristic of the ancient Vedic culture, which spread over 

: so large a part of Asia, that it always adapted itself to its local environment. Yet both 
En in its structural design and in its splendid sculptured decoration, this great monument of 
Mahayana Buddhism in Java is inspired by Indian thought and Indian craftsmanship. 
The original Indian stupa of Vedic times was the funeral mound raised over the ashes 
4 of an Aryan chieftain.! The early Buddhist 510985 have only the significance of a re- 
liquary or memorial, enclosed by a railing to prevent the intrusion of evil spirits, the 
5 umbrella which: crowned the summit being only the emblem of the Buddha’s rank as a 
2 Sakyan prince. But gradually the stüpa was transformed into a religious or metaphysical 
symbol. The hemispherical donié became the symbol of the inverted sky-lotus. Its 
pinnacle, a series of umbrellas, piled one over the other.and carved underneath with 
= lotuses, stood for the higher spheres, culminating in the planes unconditioned by form 
and free from sensual desire. When the Buddha himself was deified and translated to 
Mt. Kailäsa, the central point of the world Yantra, the stüpa was corverted into a shrine 
for his image, and Siva’s Himalayan hermitage became thé final goal for the Buddhist 
as well as for the Hindu pilgrim. The Brahmanical doctrine of Yoga, at first regarded 
by Buddhist teachers as rank heresy, was adopted by Mahayana philosophy and inspired 
the idealism of the Buddhist artist and craftsman. Just as the artist sought by the 
practice of Yoga to visualise the image of the deity, so the builder. in designing the shrine 
where the image was to be placed, kept ever in his mind’s eye the holy shrine where the 
Divine Yogi himself dwelt. The traditional rite of circumambulation of the temple, as 
well as the pilgrim’s journey to Kailäsa, became a symbolic act of Yoga, the following 
of the spiral ascent which:brought the Yogi to Nirvana. 


“ግን 


1 For an,elucidation of the complex symbolism of the dome see Ananda Coomaraswamy, “Two Reliefs from Bhärhut 
in the Freer Gallery”, Journal of the Indian Society of Oriental Art, 1938, pp. 149-162. ‘‘....the thupa, in representing 
the complete extinction of the wake, is a representation of the ‘whole’ Buddha, cosmic and supracosmic, immanent and 
‘transcendant, just as the Vedic Fire-altar had been a representation and construction of the whole (kritsna) Agni- 
Prajapati, ‘limited and unlimited’ (parimita-parimita), expressed and unexpressed (nirukia-nirukta) together with all the 
other contraries (not ‘opposites’, because there is no ‘opposition’ of finite and infinite of which the former is included in 
Sa and does not limit the latter as appears in connection with the axis of the whole structure of which axis the undetermined 

— and immeasurahle length is not in any way affected by the délimitation of a ‘part’ of this length by the ground and 
CE ie hupu itself, which represents the Universe, the realm of dimension and number—mana, sankha).' Also 

1e brilliant exposition of the stupa as a symbolic architectural forn: in P. Mus., Borobudur, Hanoi, 1955.—P.C. 
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When the pilgrim had climbed the hill on which Borobudur is built, and the long flights 
of steps leading to the mysterious hidden shrine which crowns the summit, the prospect 
would bring many reminiscences,of the great northern pilgrimage of India. A wide, 
fertile plain stretches beneath, like the Ganges Valley at the foot of the Himalayas. In 
the distance majestic mountain taps,tower into the sky : not, indeed, the shining snow- 
peaks, sources of holy rivers, outwärdly so infinitely ca]m, but covefing the intense creative 
energy latent even in Nature's most peaceful moods. Here are seen grim, grey volcanoes, 
both extinct and active, which ever seem to threaten with destruction the fair edifice 
of the Creator, But to the Indian thinker the contrast would seem only to illustrate 
Nature's law, syInbolised in the cosmic Yantra with its two similar equilateral triangles, 
which interlaced keep the universe in equipoise.! Siva was here also, as He was at 
Kailäsa, only in His destructive mood. 

Convincing proof that such recollections occurred to the-Indian colonists of Java is 
given by the fact that the highest mountain-top is named Smeru, after Sumeru, the 
mythical mountaie of the Himalayas, while other volcanoes, like Himalayan peaks, bear 
the names of the Pàndava pilgrims. The principal river of Central Java is named after 
the Himalayan river Sarayu, upon the banks of which Ràma's famous city stood.? 

The builders of Borobudur, therefore, when they «created a splendid shrine for all the 
Buddhas of the Mahayana pantheon, followed the Indian tradition and designed it after 
the cosmic Yantra, used in the ritual of Yoga, but in three dimensions instead of two.» 
The plane Yantra, Fig. 2, when constructed in three dimensions, becomes a hemispheroid, 
like an early Indian stüpa, with the generating point, the Bindu, or Kailäsa, at the top 
(Fig. 3). Itis used jn this form in modern Hindu ritual, and is the symbol of the Brah- 
manda, tke cosmic egg or spheroid, with its seven upper and seven lower planes ; but only 
the upper half is worshipped, a$ representing the earthly and heavenly spheres. 

In the stüpa of Borobudur this cosmic symbol is constructed on a colossalscale. It was 
designed with a square base, like the miniature Yantra used in ancient and modern ritual, 
and arranged in seven planes after themetaphysical concept. Constructional necessities 
compelled the builders to flatten the curve of the spheroid considerably, so that pilgrims 
in their oircumambulation might be able to reach tiff'summit. Those who followed 
the whole procession path up to the stüpa's crowning pinnacle were performing symbolical- 
ly the same riteeas the Buddhist pilgrim of to-day? when he first visits the sacred places 
associated with the various lives of the Blessed One on earth, and then climbs the heights 
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of Kailása to bow down in worship, as if in the presence of the Lord Buddha. 


In exactly the same way the pilgrims at Borobudur, when they entered the lowest 
procession path, began to pass in review the previous lives of the Buddha, as told in the 
jatakas, and the story of his last rebirth. Then, as they mounted to the higher circular 
terraces, they entered the regions of formlessness, the transcendental Himalayas, where 
the images of the Dhyanj Buddhas (Plate 2A) were only dimly visible through the lattice- 
work of their bell-shaped Yantras (Fig. 1). Finally, at the summit, they reached Kailasa, 
the centre of the cosmic Yantra, where Gautama Buddha sat calling earth to witness his 
Enlightenment, as he had done under the bodhi-tree at Gaya, but invisible, like Siva in his 
Himalayan cell, except to the adept in Yoga; for the image was entirely embedded in 
the masonry of the cupola which crowns the stupa, so that no human eyes could see it, 
nor human hands touch it. It was thus that the creators of Borobudur symbolised the 
highest insight, the supreme goal of the devout Buddhist. E 

The skyline of Borobudur (Fig. 4), with its myriad pinnacles, like mpuntain peaks, 
suggested the worleff innumerable from Which all the Buddhas had flocked on that great 
day when Gautama proclaimed his Buddhahood. But architecturally Borobudur, in its 
incomplete and ruined state, is far less impressive than Ankhor¥at in Cambodia ; chiefly 

1 The equilateral triangle, standing on its apex, is a symbol of water ; reversed it becomes a symbol of ffre. 

2 Dr. J. P. Vogel, “Influences of Indian Art” (Tagdian Society Publication), p. 37. 
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Fic. 4.—Skyline of Borobudur. 


on account of its stunted proportions, which are partly due to the exigencies of the proces- 
sion paths, and partly te a miscalculation in engineering which obliged the builders to 
prevent the collapse of the whole edifice by strengthening it with a solid band of masonry 
at the base. The height of the walls of the lowest terrace in the original project was thus 
considerably reduced. Nevertheless, as the master builder imagined it, with its vast 
glittering white walls, painted reliefs, and gilded pinnacles and cupolas, it was a noble 
conception worthy of one of the world’s great spiritual Teachers; a poet’s dream of 
India’s heavenly city, Himalaya, the Abode of Snow. 

A detailed description of this great architectural four de force does not come within the 
scope of this book. The chief glory of Borobudur now is its wonderful series of sculptures, 
extending in the aggregate for a length of nearly three-miles, and expounding in ordered 
sequence the mythology and philosophy of Mahayana Buddhism. For the devout 
Buddhist who paced these sculptured galleries they were illustrated scriptures, which 
even the most ignorant could read, telling in living words the life-story and message 
of the Master.- We have discussed already the Indian idealised type of Divinity which is 
represented on the monument in countless images of Buddhas and Bodhisattvas in high 
and low relief, sculptured in panels and placed in niches above the different galleries. 
We are now only concerned with the reliefs along the procession paths which exhibit the 
Indian sculptor’s highest achievements in the treatment of scenes of real, or quasi-real, 
life. Fortunately, though some have suffered from exposure to the weather, they have 
escaped the ruthless vandalism to which nearly all works of art in India have been subject. 

These reliefs give, in the upper half, one hundred and twenty scenes from the life of the 
Buddha, following the text of the Lalitavistara, and, in the lower half, a similar number 
from the jatakas—the legends of his previous existences. Tradition gives only the name 
of the chief master-builder, one Gunadharma.! The Indian master-builder is always a 
skilled carver. Doubtless some of the principal sculptures were from his own chisel, but 
in such a vast undertaking a great number of apprentices and inferior craftsmen must 
have been employed, over whose work the chief designers could only exercise general 
supervision. In fact the sculptures show a much more uneven quality of technique than 
is found in small-scale monuments like Amarävati, but the extraordinary beauty of the 
best of them can be seen in the reproductions given in Plates 20 to 34. They are from a 
splendid set of photographs made in 1872 for the Batavian Society of Arts and Sciences 
by Mr. J. van Kinsbergen. 7 

Evidently there is a close kinship between them and the sculptures of Amarávati, but 
the Borobudur craftsmen have been inspired py -the colossal scale‘ of the building to 
adopt a much more spacious and dignified style of design. To compare them with the 
Panathenaic frieze of 152 Parthenon would serve no useful purpose, though as artistic 
achievements of the highest class the best Borobudur sculptures would not suffer by the 

1 Dr. N. J. Krom, “The Life of the Buddha on the Stipa of Borobudur.” E 
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. comparison. There is as little kinship between the academic refinements of the Parthenon 

sculptures and this supremely devout and spontaneous art as there is between Indian 
and Hellenic religious thought. “They are much more closely allied in feeling and expres- 
sion to the sculptures of Donatello and those of the best Italian masters of the fourteenth 
and fafteenth centuries. ፥ 

A very near parallel may be fond in the celebrated bronze dors of the Baptistery of 
Florence, by Lorenzo Ghiberti, one of the great masterpieces of Italian art, of which 
Michelangelo is reported to have said that they were “fit to be the gates 0 Paradise.” 
In these gates a number gf Biblical scenes are treated in a series of relief panels with 
accessories similar to those used by the Borobudur sculptors, 1.6., the figures are accom- 
panied by representations of temples, houses, trees, clouds, water, and landscape. ° 

The Italian master achieved a technical triumph which won for him the rapturous 
applause of the gzztuost of his day, yet by the use of perspective and of an excessive number 
of planes of relief, in the attempt to produce the illusion of pictorial effects, he sacrificed 
breadth and digniéy and overstepped the limitations of plastic art. In spite of its extra- 
ordinary technical qualities the main impression given by Ghiberti's masterpiece is that 
the artist was more concerned in exhibiting his skill to his fellow-citizens than in producing 
the most perfect and reverent rendering of the sacredsubjects, ' 

The Borobudur sculptors, with much deeper reverence and less self-consciousness, show 
conclusively that art is greater than artifice. The very simplicity and unaffected naiveté 
of their style are much more impressive and convincing than the elaborate efforts of the 
Italian master, who, with all his wonderful technique, is far behind in imagination and 
poetic feeling. Espgcially in the magnificent conventionalism of the accessories—the 
trees, buiddings, ships, etc.—does the art of Borobudur rise above the art of Ghiberti. 
Western artists, also, before their intuitive faculties were atrophied by the pedantic 
teaching of the schools, saw that their conventional perspective, not strictly bound by 
optical laws, gave a much greater richness and,variety in design. That is why the pre- 
Renaissance art of Europe has generally a much finer decorative quality than the art of - 
the Renaissance, or the academic art of módern Europe. 

The great charm of the Borobudur sculptures lies in tletfr absolute truth of expression, a 
truthfulness which is the more conspicuous because the artists have not tied themselves to 
. the petty rules end regulations üpon which the modern dilettante critic so often bases his 

judgement of works of art. What modern academician would dare to disregard the 
relative proportion hetween human figures and the accessory trees, houses, temples, 
elephants, °oxert, and carts as*these men have done—not because they did not know, 
but because they felt the story must be told in that way ? And yet the disproportion does 
not jar, it only contributes marvellously to the strength of the story-telling and to the 
richness of the decorative effect. 

The artists who concejved these sculptures were not aiming at the applause of their 
fellow-men, but tryingeto tell the story of the Master in the way they conceived He had 
told it, offering their labour and skill as a devout gift to His shrine. Art seems to reach its 
highest and go deepest when all that is small and common is excluded, when the effort of 
the artist is invisible, and when nature, purified by the God-given powers of man, is, as 
it were, re-born. The simple life these men led left them in peace to concentrate their 
whole soul on their work, and kept their minds free and able to listen to the votces of 
nature and of their own inspiration—the soul of nature speaking to the soul of men. 

They loved and reverenced the Buddha with all their heart, and througl,the directness 
and strength of thisfeeling, and because*there was nothing to jar on it in their life and 
surroundings, they, with the great gifts they had, could show what they felt without 
feebleness and without faltering. The spiritual power of theirset has broken the chains 
of technical rules, risen above all thought of what.critics call right or wrong, and speaks 
with divinely inspired words straight,to the heart of the listener, In this heaven-born 
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quality of inspiration European art has rarely equalled, and never excelled, the art of . 
Borobudur. 

Just as we have seen in the Indian ideal type, the smaller anatomical details of the 
figures are suppressed, but the real spark of life, the essence of feeling, is wonderfully 
manifested. Every group and every figure are absolutely true and sincere in exprcssion 
of face, gesture, and pose of body ; and the actions Which link the various groups and 
single figures together are strongly and simply told, without any effort or striving for 
effect—it was so, because so it could only be. 

The lower panel in Plate 29 is one of the most beautiful and perfectly preserved of the 
wholeseries.1 WethinkatonceofTanagra. Yes, butthepretty domestic art of Tanagra 
prodüced nothing so great as this. It is Tanagra art, without its coquetry, chastened 
and strengthened by a profound religious sentiment. The scene is one which may be 
witnessed every day in any Indian village, but the inspiration of the art which created 
such a masterpiece lives no longer. 

It is only a group of Indian women drawing water from the village tarik, under the shade 
of the sacred tree next to the village temple. One of them bending over the lotus-covered 
water is just filling her vessel, watching it intently as she draws it up with her left hand, 
while her right is raised to grasp it when it comes within reach. Some with their vessels 
filled and balanced truly on their heads are already moving off with queenly steps, and 
hs wend their way towards the village shrine. Others are approaching the water with their 
c empty vessels. And one apart from the rest is kneeling at the foot of the Bodhisattva ' 
and receiving instractions from him. ጃ 

The story comes from the jatakas. It tells how the Buddha was once born as the 
Prince Sudhana, son of a king of northern India. Sudhana falls in love wish a fairy 
princess, who, having incaytiously flown down to earth trom the Himalayas, had been 
captured by a hunter with his magic lasso. The prince took her to his father’s court, 
but a crafty Brahman minister having plotted to take her life, the queen helps her to 
escape. She flies away home, but leaves with a hermit in the forest a ring and instruc- 
tions by which the prince might find his way into the Himalayan fairyland. After a long 
and difficult journey the princé“:caches it and meets the princess's handmaidens going to 
fetch water for her bath. . 

In the series of thirty panels which “tell the story is this most delightful one, where the 
prince sitting under a tree talks to one of the girls and drops the ring into her pitcher, so 
that the princess might know of his arrival. The artist with a rare touch of genius has 
conveyed, in the gracious figure of Sudhana and the reverent attitude of the handmaiden, 
8 subtle suggestion of the higher life towards which the Prince was aiming. We know 
now that in another life he will become the Enlightened One and the Teacher of the Law. 

How marvellously the whole scene lives and moves, and what an atmosphere of purity, 
freshness, and womanly grace breathes through it all. We seem to feel the brightness of 


and truthful feeling. | 
_ And over all there is ai undefinable sense of réverent adoration, for the beauty of 


> A 
enze to this relief Krom remarks, ibid., p. 259, “The relief is a fine work of art. The sculptor must have 
great pleasure. We can see with what care the pond has been carved, the lotus flowers and leaves, the 
iselves in tfi? water and especially the little delicate plants on the edge of itin front. Aboveallwe 
es of the maidens to which he has given such charm. As regards composition and the execution 
elief is one of the best on the Barabudur, undoubtedly the work of a great artist."—P.C. 
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* nature and for the divine wisdom which created it. This is the leading motif in the 
music of all these panels. It is repeated again and again in different keys and different 
chords, every note and every phrase helping to make one harmonious sequence of praise 
and thankfulness. — 

Tht upper panel in the same plate.is one of the series which tells the marvellous story 
of the Buddha's last appearance ön earth.! Queen Maya, seated in her palace, on the 
right, has sent a messenger to ask the king to come to her at once, to explain tbe wonderful 
dream she has dreamt. King Shuddhodana, to whom a heavenly voice has already 
whispered the news, receives the messenger as he stands under the state umbrella, with his 
ministers in attendance, pondering over the strange event. The royal elephant, a noble 
beast, salutes his master, and seems to say, “ Come, let us go to the palace !” N 
_ In the upper panel of Plate 30 the King is distributing rewards to ten Brahmans who 
interpreted the dream. There is wonderful descriptive power and truth of expression in. 2 
the lower panel of the same plate, a continuation of the story of Prince Sudhana, showing 
the nautch party*performing at his wedding festivities.2 The dominant note in the 
composition is given by the Devadasi, dancing Siva's dance in front of the canopy under - 
which the bridegroom and his bride are seated. The close grouping of the musicians on 
the left, all absorbed in the accompaniment of the dance, balanced by the group of ani- 
mals and attendants, all intently listening on the right, helps to fix attention on the 
superb figure of the dancer whose rhythmic movements and gestures interpret the cosmic = 

"law. The Prince himself also listens to the music, but in a pensive mood, for his thoughts | 
are far, far away. This again is a perfectly true note. The instinct Which led the artist 
to express this touches the centre of true feeling. 

The twe panels in the next illustration, Plate 31, show the same superlative sense of 
beauty and power of grouping figures together to express varying feelings and emotions. 
The upper one represents Queen Maya, seated in her state car and hastening with her 
retinue to the Lumbini Gardens, where, as sheghad been told in a dream, her son, who 
was to be the salvation of the world, should be born. The male attendants surround the E 
car in zealous care of their royal mistress, clearing the path in front of any untoward or A 
unseemly thing, and holding the insignia of royalty proudly over her, while the ladies in 
her train follow behind in lively converse on the coming event. . The expression of queenly e 
dignity in Maya*and the eager expectancy in the throng of her attendants, as well as the s = : 
movement of the whole procession, are perfectly given. The lower panel, belonging to 
the jataka series, Shows a princess inside a temple, making offerings at the shrine. Her 
attendant ladie3, waiting outsfde, make an exquisite group, designed with consummate 
art. It is one of the gems of Borobudur, evidently the work of a master-craftsman. 

We now pass by over twenty panels, all well designed as decoration, but lacking the 
distinctive touch of the master. We must remember that a great monument like this 
was a school of traditional craftsmanship, in which the sons and pupils of the masters of 
the age were allotted tlfeir share of the work under their guru’s eye, and thus learnt their 
craft. 

In none of these scenes is there any set form or mannerism in the grouping, such as we መድፍ ገር 
often observe in Ghiberti’s art and in the composition of many of the best Italian masters. 


1 Havell’s description of this panel is not quite correct. According to the Lalitavistara, Maya descended fsom her 
palace into the asoka wood after the wondrous dream in which she was visited by the white elephant, and senta messenger 
to Suddhodhana requesting his presence. The kêng proceeded to the asoka wood, but on reaching it he hesitated to 
enter, and he felt his body became heavy. What we actually see in the relief is Suddhodhana stgnding outside the 
asoka wood reflecting on his strange mental aud physicaf condition. Maya is seen seated in a pavilion to the left though 
the absence of asoka trees is a little perplexing. See N. J. Krom, Barabudur, The Hague, 1927, pp. 1182119. P.C. 

2 According to Krom, ibid., p. 260, the relief represents Sudhana and Manohara enjoying themselves at the court of 
Druma. The dancer is accompanied by a group of seated musicians playing the flüte, pot-shaped drumsand a large - 
cymbal. Behind them stand a row of women playing on small cynfbals.—P.C. ® E 

3 The lower panel has not yet been identified with,certainty. See Krom, ibid., p. 261.—P.C. 
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The spacing of the figures and their accessories in the panel is by no means haphazard: : 
itis all admirably designed. But these Borobudur sculptors have known how to convey 
the essence of truth, as it is found in nature, without obtruding their own personality or 
the technique of their craft. Their art, used only in the service of truth and religion, 
has made their hands the obedient tools of a heaven-sent inspiration ; and their unique 
power of realising thus, with a degth and sincerity unsurpassed in the art of any land, 
gives them a right to rank among the greatest of the symbolists in the whole history of art. 

_ Again we must pass by a number of sculptured panels of no special artistic interest : 
the master-craftsman's touch is wanting, though the uncriticad eyes of the pilgrims would 
not notice the difference, for the story is intelligible and never lacks interest for them. 
This is not a record of the dead past, but the realisation of the great Teacher's living 
presence. Then we come to another fine group, the upper panel in Plate 32, showing 
Prince Siddhartha in the archery tournament, competing with other Sakya lords, his 
cousins, for the hand of the fair Yasodhara. The scene is described by Sir Edwin Arnold 
in “The Light of Asia:” ! # 


Then Nanda challenged for the arrow-test ፦ 
2 And set a brazen drum six gows away, 
4 Ardjuna six and Devadatta eight ; 
E pah But Prince Siddhartha bade them set his drum 
f Ten gows from off the line, until it seemed 
A cowry-shell for target. Then they loosed 
And Nanda pierced his drum, Ardjuna his, a 
And Devadatta drove a well-aimed shaft . en 3 
Through both sides«f his mark, so that the crowd 
Marvelled and cried ; sweet Yasodhara 
Dropped the gold sari o'er her feazful eyes, 
Lest she should see the Prince's arrow fail. 


The bow first offered him Siddfiartha broke in testing, and then called’for one “more fit 
for Sakya lords to use’’—the famous bow of Siva, kept in the temple, which no man had 
yet been able to draw : ° 


Twice Siddhartha tried s» Y 
Its strength across his knee, then spake—'' Shoot now 
With this, my cousins !” but they could not bring 
The stubborn arms a hair's breadth nearer use ; 
Then the Prince, lightly leaning, bent the bow. 


Then lifting fair a shaft, he drew and loosed, e 
And the keen arrow clave the sky and drave 

Right through that farthest drum, nor stayed its flight 
But skimmed the plain beyond, past reach of eye. 


r Edwin Arnold’s poetic version of the incident leaves several elements in the bas-relief composition unexplained. 
ding to the Lalitavistara, which is the Buddhist text chosen by the Javanese sculptor for illustration, the compe- 
luded Ananda who put uf-an iron drum at two krosas as ta:get and also Devadatta, Sundarananda and Dan- 
put up their iron drums at a distance of four krosas, six krosas and two vojaxas respectively. The future 
e Siddhartha, set up “an iron drum at ten krosas, behind that seven tala palm trees and an iron boar ona 
ich one of the competitors shot their own targets but could not shoot further, but when it came to the turn 
, he shot the arrow, not only through his own target but also the iron drums of the previous competitors, 

rees, the iron boar, and after that piercing the ground the arrow vanished from sight. In the Boro- 
| palm trees through which the Buddha shot his arrow are shown and none of the other objects. 
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o 
The artist has not made an exhibition of his own skill: he knew how to conceal his art. 
Nor has he tried to indicate any supernatural quality in the Prince's strength. He just 
shows us the incident as it might have occurred in the court life of his time. The simplicity 
and unconventionality with which the tale is told gives it its charm, and the student of 
the present day who reads these panels can enjoy the artist’s power, just as the myriads 
2 devout pilgrims who reverently*paced the procession paths of Borobudur did inbygone 
ays. 

Again we must pass by a long stretch of richly sculptured wall, with only a panel here 
and there which calls for special remark. Then we find another gem, Plate 33, in the 
upper part of Which the Prince having at last attained Nirvana, bathes in the River 
Nairafijanà. Here we have no longer the man with human desires and aims, but the 
Buddha in the full glory of his divinity. All his struggles and trials are finished now: 
he has passed through all the gates of difficulty and doubting. Now he is the noble, 
purified soul, in a noble body filled with heavenly bliss. š 

Every creature shat comes near him is conscious of it. The spirits of the upper air, the 
Vidhyädharas and Siddhas, whose voices the pilgrims heard so often in their wanderings, 
flock sound him showering scented flowers on the river, feeling and rejoicing in the power 
of purity which goes out of him. The Nagas, the water-sprites, raise their heads to do 
him homage. On the other side of the river, three of the Devas, in the attire of Javanese 
princes, prostrate themselves before him, and reverently scoop up water, like pilgrims,» 
to carry away with them to their divine mansions. 

The doe from the forest knows at once that her Lord and Protector has come, He who 
in His boundless love once offered His life for hers. She whispers the joyful tidings to 
her little ene, which turns its head. in curiosity to look upon Him whom all nature worships. 
The lower half of the panel, with its nfagnificently designed ship in a storm, tells another 
jataka story, typical of the adventurous life of the Indian colonists.? The sailors are 
trying desperately to furl sails and bring the,ship to anchor. On land a benevolent 
householder and his wife, under the grateful shade of the palm-grove surrounding the 
house, appear to be distributing food to the survivors of the wreck. The contrast between 
the fury of the osean and the peaceful serenity of the laud is drawn with the faithfulness 
and sincerity of feeling characteristic of all these reliefs. The two different incidents and 
different moodse are ingeniously knit together in*one rich and harmonious decorative 
scheme. 

The last of the filugtrations selected to show the work of the master-sculptor at Boro- 
budur, Plate 34, is one of a series representing scenes in the Tusita heavens, where, ac- 
cording to Mahayana teaching, all Bodhisattvas are born before they appear in the world, 
and where Maitreya, the coming Buddha, now lives. : 

Here, also, the Buddha, Gautama, having finished his incarnations on earth and accom- 
plished his Pari-nirvana, is said to have gone to teach and convert his mother Maya, 
who died a week after his birth. This is probably the scene represented in the panel. 

1 The lower panel of this plate, not described by Havell, is probably related to legendary story of King Mandhatar. 
Having conquered the earth, Mandhatar became so powerful that he shared half the throne of Indra, the king of Gods, 
and helped him in inflicting a defeat on the Asuras. Filled with pride, he wanted to dispossess even Indra of his so- 
vereignty, at which thought he fell from heaven, and knew that death was at hand. According to Krom, tbid., p. 274, 
the relief represents this scene where Indra, who is shown to the extreme left, is walking away from Mandhatar and 
on the point of hurling him to the earth.—P.C. à 

2 The relief forms part of a long series illustrating the career of the bhikshu Mahakatyayana as related in the story of 
Rudrayana in the Divyavadana. The wise ministers Hiru and Bhiru fled from the city of Roruka Gre to the misbeha- 
viour of the king, and foziided the cities of Hiruka and Bhirukachha. The scene represents the landing of Hiru at 
Hiruka. On the right we see the party of immigrants in a ship and on the left we see them on land beg reteived bya 
family consisting of man, woman and child. The representation of the ship is very interesting and gives us an idea of 
the vessels used at that time. The house to the left, standing on piles with room undei the floor for servants, is also very 
interesting. The relief also gives us an idea of the manner in which the Indian emigrants arrived at”Java and the 
hospitable reception accorded to them.—P.C. % 
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The Buddha, enthroned in all the glory of his divinity under a splendid canopy, is preach- 
ing the Law to Maya, who sits in happy ecstasy listening to the inspired words of her son. 
The two symbolic trees, magnificently conventionalised, the doves and sacred birds 
which hover overhead, contribute greatly to the richness of the decorative scheme; 
but the rare genius of the artist is most conspicuous in the charming group of the Queen’s 
— five attendants, leaning forward as far as respect for tileir royal mistress will permit, and 
l | straining their ears so that no word'of the Divine Truth may escape them. 

Were it not that the reputation of works of art in Europe depends far more upon the 
label attached to them by the pedantic tradition of our so-called classical education than 
upon their intrinsic merits, these wonderful sculptures would not have remained in 
obscurity solong. Mr. van Kinsbergen’s photographs, taken in 1872, were buried in the 
libraries of six learned societies for thirty-six years, before artists in Europe took notice 
of them. But it can hardly. be doubted that had these sculptures been labelled “Greek,” 

“Roman,” or Italian," the volumes of criticism and commentaries on them would have 
filled many libraries ; casts of them would be found in every Europgan art-school and 
museum ; tourists would have flocked to inscribe their names on them or chip off frag- 
ments as souvenirs; art-dealers and American millionaires would have jostled one 
another in eagerness to possess them. But being only Indo-Javanese and memorials of a 
great Asiatic culture, they were for long years totally unappreciated, though well-known 
_ to oriental savants. I 
` And while the living traditions of this great art still survive in India, we establish: 
3 schools to teach Imdians sculpture and painting as they are taught in Europe, and send 
Em. out sculptors and painters to decorate Indian buildings, under the pretext that we are 
E. - helping to elevate the taste of the Indian public. e 
za Europe of the present day has far more to learn from India in art than to teach. Re- 
ligious art in Europe is altogether lost: it periShed in our so-called Renaissance. In 
India the true spirit of it still lives. 3 
Quite apart from its purely esthetic quality there is in an art like this an ethical value 
which modern India for the most part seems' unable to understand and utilise. It is 
just in this ethical principle that modern education on classical lines misconstrues the 
spirit of classical culture and art. Every national art is an expression of national charac- 
ter, and when we compare the devout and reverent outlook upon Nature shown in these 
Borobudur sculptures with the utter vulgarity of modern India, as we have made it, 
_ itis only too evident that in one respect our education falls immeasurably behind that of 
— Greece and of ancient India, through the neglect of Plato'sinjunction “to use tiie beauties 
E of earth as steps along which we mount upwards.” 
_ India, vulgarised by modern education and by the sordid ideals of modern commercia- 
will never compensate humanity for the passing of India with its love of beauty— 
rfect law of Nature, in which science and art are one. 
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HINDU ART IN JAVA AND CAMBODIA > | 
PORTRAITURE > | 
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THE Borobudur” sculptures are ig some respects unique, both in the perfection of their | 
art and in the good fortune which has preserved them from wanton destruction.” The 
obscurity into which the great monument fell was its best protection, saving it from the | 
fate of so many other masterpieces of Indian art. No fanatics, either European or native, E | 
have laid sacrilegious hands upon 11 ; no enterprising builders have made use of it as á 
stone quarry, or as materials for lime ; no railway contractors,or energetic public works 
officers have broken up its splendid sculptures for ballast or road-mending. What it . j 
has suffered has been from natural causes, the destructive influences of a tropical climate, | 
from earthquake, or from mere neglect. In recent, years, undèr the zealous care of the - | 
Netherlands India Archeological Department, it has been judiciously restored and is | 
now safe from any vandalism. E 

Just as in India proper, Buddhist and Brahmanical art in Java had a common philoso- 
phy and a common technical tradition. The cult of Siva, says Dr. Vogel," flourished in > - | 
Java side by side with Buddhism, and, as we have seen in the design of Borobudur, the | 
ideas of hoth religious schools intermingled. 

Some of the finest Brahmarfical images of Java have been illustrated in Plates 9, 14A, 
and 21A. They often bear a distinct impress of Indian origin, and may have been some- 3 
times direct importations from the most famous Indian centres of temple craft, or some- ) 
times the work of royal craftsmen brought from India to give distinction to the great 
building enterprises of the Indo-Javantse dynasties. Royal courts always vied with 
each other in the skill of their artists and craftsmens the latter were always regarded 
as valuable loot in war, and the loan or gift of a master-craftsman would be a most ac- > 
ceptable proof ef friendliness in diplomatic intercourse between the rival dynasties which | 
from time to time held command of the chief Asian sea-routes. In this way there would 
have been a constant flow of artistic culture from India to her great Eastern colonies, 
diminishifig in*force as the colonial rulers obtained a sufficient supply of local craftsmen to 
meet their artistic requirements. But bothin Java and Cambodia art gradually sank down 
again to its original primitive level when Indian thought ceased to control and inspire it. 

Prambànam, the ancient capital of Central Java, has a triple-shrined Saiva temple, 
dedicated to the Trimürti, differing in structure from the Borobudur stüpa, but sur- ^ 
rounded, like the latter, by an enclosed procession path, on the walls of which is exhibited 
a long series of sculptured reliefs for the edification of worshippers. Thesubject, in this 
case, is taken from the Hindu epic, the Ramayana, which was current folk-lore in Java 
as it was throughout India. ። 

These sculptures are probably two or three centuries later in date than the great Bud- 
dhist monument. They mark the climax and the beginning of the decline of Indo- 
Javanese art. Though there are passages of magnificent design, carried out with a ` 
wonderful richness of plastic effect, generally speaking they lack the fine simplicity and — 
restraint of the best Borobudur sculptures. The master-craftsman’s personal touch is ~ 
most conspicuous in the beginning of the series, illustrated in Plates 35 and $6, à splendi 
rendering of the opening scene of the Rama legend, of which Various versions are kn 
in India and Java. In this case we may accept Dr. Vogel's opinion that it represents t 

1 “Influences of Indian Art,” p. 68. o d 
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version adopted in Kälidäsa’s “Raghuvaméa,” in which the gods, headed by Brahma, 
appeal to Vishnu to incarnate himself as Ráma, in order that the world may be saved 
from the wicked demon-king, Rávana. : 

Vishnu is discovered in the depths of the cosmic ocean, which teems with varied forms 
of marine life, reclining in the formal pose of “regal ease" on the serpent Ananta, the 

- symbol of eternity. The deity’s vahan or vehicle, the Sun-bird, Garuda, sits in his moun- 
tain-grot on the left, holding Vishnu’s flower, the blue lotus. On the right of the panel 
the gods’approach the Lord of Life with their request. 

The next scene, Plate 36, brilliantly composed and evidently by the same master- 
mason, brings us to the court of Ayodhya, where Ráma and his three brothers were born 
to King Dasaratha and his three wives. Here Dasaratha is receiving a chela of the great 
sage Vishvamitra, who by his Yogic power has learnt the intentions of the gods and sends 
him with the message that.he has wonderful news for the king. The whole series of 
Sculptures is admirably illustrated and described by Dr. Wilhelm Stutterheim in his 
“Räma-Legenden und Rama-reliefs in Indonesien.””* e 

! The inequality of the sculptures, which is so noticeable at Borobudur, is even more 
=~ በበ marked in the Prambanam reliefs. Here and there are passages of great beauty of 
: design and fine craftsmanship. But the imagination of the sculptors often runs wild, 

in trying to depict the exploits of Rama’s monkey allies, and shows a tendency to in- 
coherency in composition and looseness in technique. 
Only a passing allusion can be made to the remarkable series of sculptures which ' 
| adorn the great temple of Nakhon Vat, near Angkor, in Cambodia, a vast structure 
exceeding Borobudur in dimensions, the outer walled enclosure of it measuring two- 
thirds of a mile on each of its four sides. We are not, however, concerned with the 
magnificence of the architecture, details of which äre given by Fergusson, but with the 
sculptures illustrating the Ramayana and Mahabharata which decorate the walls of the 
temple. They are in very low relief, as they were not, like the Borobudur sculptures, 
intended for open-air effect, but for the reflected light of the magnificent colonnades under 
shelter of which they were placed. The whole of them, about six and a half feet in height 
and of an aggregate length of about two thousand feet, were originally gilt: > 
Casts of these fine sculptures are in the Ethnographic Museum, Berlin, and in the 
Trocadéro, Paris, but they are not displayed to great advantage there fcr lack of space. 
The most striking subject is the legend told in the Ramayana of the Churning of the 
Ocean by the gods and asuras, in order to procure amrita, the nectar of immortality. 
This is treated with immense imaginative power and intensity of movement, but the 
sculptures as a rule do not possess the peculiar charm of Borobudur and Prambanam. 
Most of the other subjects are battle scenes from the Mahabharata, which are described 
| with extreme elaboration and wonderful vigour. In the treatment of the human figure 
— these Cambodia reliefs are strongly suggestive of the Amaravati sculptures. 
i Em Cambodia, as in Java, many fine images of Indian origin have been found, for 
— illustrations of which the reader must be referred to the publications of the Ecole Fran- 
"Extréme-Orient and other works dealing with that special subject. 
have now only to, discuss the question of portraiture in Indian sculpture. From 
erous references in Sanskrit literature it appears that painted portraiture was quite 
mon in India in pre-Mogul times, but allusions to sculptured portraits, as distinguished 
es of the gods, are rare. There are several in the Ramayana; one in which 
image made oi Sita. This was, however, only to meet the dilemma in which 
E niken Sità's exile, he was advised to perform the great horse sacrifice, 
ich demanded the presence of his wife, as co-partner in religious rites. 
>n image.of the Queen made for this occasion, and it was carried in front 
by brother Bharat,(Uttara Kanda, 25). 
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A. A dryad from the Eastern Gateway, Sanchi 51058. 
(From a cast in the Victoria and Albert Museum, London). 


B. Detail from pillar of Eastern Gateway, Sanchi Stüpa. 
(Phot, A. L. Syed). “< 
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[rom the Eastern Gateway, Sanchi Stupa. 
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Adoration of the symbol of the Dharma. 
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A. Sculptured slab from the base of the Great Stupa, Amaravati. 
(From a photograph in the India Office Library). 
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B. Pillar from Amaravati. 
Late 2nd century A.D. 
(Indian Museum, Calcutta). 
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A. Sculptured slab from Amarävati. (From the original in the British Musem). 
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In two other instances Ráma's demon adversaries had life-like portraits made, but the 


context clearly shows that this branch of sculpture was considered to belong to the black e | 

rather than to the fine arts. The first was when Ravana wanted to beguile his unhappy 

captive Sita into believing that Rama was dead. He ordered a skilful craftsman to E 

make a life-like model of Rama’s head which was brought to Sita, who, CH 
“Seeing the severed head, and fihding in the complexion of the face, in the eyes, in the E 


hair, and in the jewelled knot, a likeness to her husband, and recognising it by all these 
signs and marks, became exceeding sad, and crying like a kurari, denounced “Kaikeyi 
bitterly."—Lanka Kanda, 32. 
In the same book, Indrajit, the son of Ravana, had an image made of Sita, and bringing 
it on his chariot in front of the contending armies, cut it down with his sword. * The 3 
trick was so successful that even the astute Hanuman, Räma’s monkey ally, was deceived, EI 
and brought to Ràma the news of Sità's death. > 5 “sig 
The word used in the text for a likeness—maya, illusion or deception—is significant of Be 
the orthodox Hindu attitude towards portraiture. It was the whole object of Hindu 
endeavour to get rid of maya, the illusive appearance of things, and to penetrate to the - 
eternal Reality which stood behind it. For the artist to occupy himself with a simple 
imitation of nature was idle and impious. His aim must be to show the Divinity, which is 
the only reality. By the Hindu Shästras, as well as by the law of Islam, statues of 
human beings, as such, are distinctly forbidden. In the Sukranitisara, already alluded to,*. 
"it is said : “Only the images of the gods should be made, for they confer heaven and 
happiness ; but the images of men and others shut the door of heaven and bring ill- 
fortune." Again: “A misshapen image of God is always better than an image of man, 
however well made the latter may be."? This sufficiently explains why on old Indian 
coins we rarely find effigies of Hindu Tulers. It also explains why, in Hindu sculpture, 
the tendency has always been to make representations of human beings, even when 
intended as portraiture, to conform to the ideal type of Divinity. It was impious to 
glorify man in his common personality, but not to explain him as one of the manifesta- 
tions of the universal, divine nature. Europe says: “The noblest study of mankind is ” 


man”: India deelares it to be not man, but God, and’ Hindu art is only concerned in — | 


In the Buddhist period, however, this prejudice’ against ordinary portraiture was n [e 


are so distinctly individual that they are taken by some archeologists to be portra 
of Gandharan kings; but others consider them to be intended for Bodhisattvas, 6 
guardian demigods. Very likely they are idealised portraits of kings, deified after di 
as Bodhisattvas, according to the custom prevalent in Java and Cambodia. J 

Early Indian coinage also shows the most obvious portraiture (Plate 37€ and 
but this is pure Greco-Roman art, untouched by Indian influence. Evidently ( 
Roman artisans at one time had almost a monopoly of some of the mints of no 

1 Supra, pp. 40-1. o 

5 The same work, after the most minute instructions as to the correct proportions of images, from the 
down to the circumference of the thumb and great toe, adds the following explanations : 


meditate, and his success will be in proportion to his meditation. No other way, not even seeing tge o 
answer this purpose. oe ; ር 
‹ፐዕ every part of the image should be given that grace and ease which is most suitable for it . . . . 
wrathful look should not have complacent eyes. Those images are handsome the mgasurements of 
cordance with the rules of the Shästras. Some, however, are of opinion that what pleases the heart is be 
the measurements which do not agree with those given in the Sha8tras cannot be pleasing to the cultut 

5 See frontispiece to Vincent Smith's "Early History of India.” ¿š a 
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India; and this was, perhaps, the only craft in which Indians of that time were inferior : 
to foreigners. 
When the canons of Indian art were finally fixed as part of religious ritual, portraiture 
as a distinct branch of sculpture seems to have become almost extinct. In images of the 
| gods the whole aim was to suggest a type of face as far as possible impersonal—tkat is, 
to suppress all the details indicative of human individhality, instead of creating a type of 
| ideal human beauty, as in Greek art. Similarly at Borobudur we find human beings 
Hespeutshed from one another, not as individuals, but as typical representatives of the 
class or caste to which they belong, chiefly by difference of,dress, action, and gesture. 
But there is a great deal of Indian sculpture, especiallyoin Java and Cambodia, in which a 
distifict ethnical type is taken for the head of a Buddha, Bodhisattva, or Hindu demigod, 
just as in the medieval art of Europe royal personages and dignitaries of the Church 


M suggested the types of Christian saints. 
š * In this, what we may call uncanonical Indian sculpture, we can find types of physiog- 
Es nomy and character given with the highest art, and with as much vasiety and power of 
. expression as Greek sculpture can show, though it is not, strictly speaking, portraiture. 
| y Here Indian art comes into the same plane of thought as European, and we can fairly 
E draw a comparison between them. , That Indian sculptors did not attempt to portray 


violent emotions and facial expression in the same way as Europeans must again be 

„attributed to a difference of temperament and difference of thought, not to want of 

capacity. Their religion taught them that the way to spiritual advancement was by 

3 controlling human-passions, and this teaching strongly influenced their art. But the 

ç common idea that Indian sculpture is lacking in power of expression is just as wrong as 

| other uninformed opinions on Indian art. The best Indian sculpture touched a deeper 
note of feeling and finer sentiments than the best Greek. * 


E Three ethnical types of extraordinary beauty "and character are given in Plates 37A 
E and B and 38A. According to popular tradition, which may or may not be correct, the 
E two on Plate 37 represent Bhima, one of the heroes of the Mahabharata, famous for his 

= strength and courage. They are from an ancient Hindu temple, now named after him 
3 locally, built in the plateau of Dieng, Central Java. The third head, Plates38A, rep- 
> resents the Buddha himse]f. It also comes from Java, but is now in the Leyden Mu- 
82... seum.! ç 


Atfirstsight thesuggestion they give of ancient Egyptian or Greekartisalmoststartling. 
== There is the same greatness of line, broad generalisation, and profoyne abstraction of the 
i best Egyptian sculpture, and all the refinement of Greek art. But the similárity comes 
only from the kinship which exists between all truly great works of art, for these types 
are wholly Indian. 

The contrast of the two characters is given with a depth of penetration which belongs 


1 For an interesting study of portraiture in South Indian sculpture see T. G. Ardvamuthan, Portrait Sculpture in 
South India, London, 1931, together with a foreword by Dr. Ananda Coomaraswamy” Among the earliest portrait 
sculpture must be mentioned the bust of a priest wearing a robe with trefoil pattern from Mohenjo-Daro (Plate 82D). 
The Mauryan heads found from Sarnath are also excellent examples of portraiture, and we also get numerous portrait 
heads and images of the Kushana period from Mathura, including the marvellous group of Kushana emperors from the 
so-called Devakula near Mathura. The portrait sculptures decorating the walls of the Nagesvarasvami temple at 
Kumbhakonam of the early Chola period are among the finest. The interested reader is also referred to Ananda Coo- 

_ maraswamy, “Traditional Conception of Ideal Portraiture,” Why Exhibit Works of Art, London, 1943. Coomaraswamy 
— distinguishes between two different traditions of portrait sculpture in India, one being “posthumous, hieratic and ideal 
_ on the one hand, and taken from life, profane, and sentimental on the other," the former being represented by several 
images that have survived to the present day. These are marked by an ideal expression without reference to individual 
| pe 'culiari ies. Namerous references are also found in ancient literature to portraits where a real likeness to the subject 
Té was insisted upon, though of the examples that survive there are few; if any, earlier than the Mughal period. 
ace can only be understood by references to the Indian doctrine “in which a distinction is drawn between the 
ofthe man on one hand, and on the other the interior image of the very man invisible to the physical, but 


o the eye of contemplation.” —P.C. 6 
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. only to the finest portraiture. In the two Bhima heads the artist, with a few bold clearly- 
drawn forms, shows us the born fighter and leader of men. In the large square forehead, 
the full firm jaws, the eyes set wide apart, and the determined mouth—half-savage, even 
cruel when his blood is roused—we recognise a young Alexander, a fighter who knows 
his strength and revels init. All his desires are human, yet there is nothing low or brutal 
in his nature. He is a great natidnal hero, a war-lord fit to lead tand command a noble, 
free-born race. . 

Compare this with the head of the Buddha, Sakya-Muni. There is an infinity bf differ- 
ence in the type, yet the artis the same in its greatness and its inwardness. It is a true 
portrait-type of% high-bred intelectual Indian, but all that is pure, spiritual, and holy 
in Indian thought and religion is summed up in this supremely lovely face. The perfect 
oval shape, the small refined chin, and the finely chiselled features, speak of the god-like 
man who chose to leave all that was his—a royal throne, wéalth, and earthly happiness 
—only to find the Way to help his suffering fellow-men. A 

The nobly vauláed brow and exquisitely formed eyes, with half-fallen meditative lids, 
tell us of infinite spiritual strength. A touch of sadness seems to rest on the full and 
tender lips, yet we can almost see them wreathed with a consoling, loving smile, and 
hear them utter words of blessing and perfect peace, i ; 

Compare it, if you will, with its assumed Gandharan prototype, or with the Grecian 


models which Gandhara had in its mind ; but there 15 in this art a depth and spirituality, 


* which never entered into the soul of Greece. s ፪ 

The method of treating the hair in formal curls, which 15 characteristic of the Indian 
ideal of the Buddha, has given rise to much archeological speculation and condemnation. 
The general conclusion, founded on the assumption of Indian artistic incapacity and 
bad taste, has been that Indiaxt sculptdrs found the Grecian trgatment, generally adopted 
in the Gandharan sculptures, too difficult to imitate, and that in consequence they fell 
back upon this which Vincent Smith called “the feeble conventionalism of ordinary 
Indian art.”* ፡ 

If we adopt the alternative hypothesis that Indian artists possessed quite as much 
artistic sense aseothers, the explanation is not very kar to seek. In endeavouring to 
differentiate divine beauty from that of mortals they look for those characteristics which 
are uncommon ån human beings. To this day anything rare or abnormal is popularly 
regarded in India as a special manifestation of the divine nature. Among Indians of the 
highest castes, deseended from the pure Aryan stock, short curly hair is unusual, and held 
as a sign Óf special distinctiom or good fortune. Naturally enough, it was adopted by 
Indian artists as one of the marks of divine beauty. x 

The formalism is only another Indian method of showing that the divine nature trans- 
cends that of common humanity. And when this conventionalism is thoroughly well 
carried out and is a true expression of Indian thought there is no justification for calling E 
"jnartistic" or “depraved,” except in the minds of those who are convinced beyon 
argument that there is nothing admirable in any art the ideals of which differ from those 
of Greece and Italy. ፪ 

Java and Cerdo are so rich in beautiful types of sculpture of this class that volumes 
might be filled with them. But we must now return to India, the fountain-head, where 
the old art traditions are still alive, whereas the art of Borobudur and Prambànam was 
practically extirpated in Java by the conversion of the islanders to Islam about the 
fifteenth century. The next illustration, Plate 39, one of the grandest examples o 
Indian sculpture extant, not only shqwsethe versatility of Indian sculptors in the past, 
but points to one of the many potential opportunities which might be opêned to their 
descendants in the present day? if Anglo-Indians, instead of regarding them as ignorant 


1 “Journal of the Asiatic Society of Bengal," vol. lviii, 1889, p. 128. . 


* The work ofa traditional sculptor of the Orissa School now living is shown in Plate 21B. o 
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children, would learn to make use of the extraordinary artistic resources of the land in - 
which they live and rule. For certainly among all the commonplace statues of British 
Viceroys and Generals set up on the mazdans of Calcutta and Bombay, there is not one to 
be placed in the same category as this. But as our own national craftsmanship has been 
practically exterminated we have only brought into India the bookman, the paper archi- 
tect, and the eclectic or amateur artist, who find little beauty in Indian art and can do 
nothing with it but debase it. 
| Again; the thought occurs that had it by chance been labelled Roman or Greck, this 
/ magnificent work of art would now be the pride of some metropolitan museum in Europe 
== dl or America. It is one of the two colossal war-horses a&joining the southern facade of the 
Kanarak temple in Orissa, said to have been built by Marasimha I, about the middle of the 
thirteenth century. The companion horse is completely mutilated, but this one, apart 
from the broken ears and the missing head of the charioteer leading it, is almost intact, 
or was so not many years ago. Its surface, however, has suffered considerably from the 
weather, and from its exposed position it is likely to suffer more. 1 
Visions of the Mahābhārata, of the clash of battle in heroic ages, and the memories of 
the past triumphs of Indian chivalry must have inspired the sculptor of this noble figure 
and his prancing, war-harnessed steed, pacing grandly forward over his prostrate foes. 
Here Indian sculptors have shown that they can express the pride of victory and the glory 
-of triumphant warfare with as much fire and passion as the greatest European artists : 
for not even the Homeric grandeur of the Elgin Marbles surpasses the magnificent move- ' 
ment and modelling of this Indian Achilles, and the superbly monumental war-horse in its 
massive strength and vigour is not unworthy of comparison with Verocchio’s famous 
masterpiece at Venice. ° 

The art we see here is not the less great because there is a great deal in equine anatomy 
which this unknown sculptor has not cared to emphasise. As he had no modern dilettante 
critic to satisfy, he was free to make his statement of facts as simple and general as his 
> artistic consciousness dictated, and to strike a note of epic grandeur hardly ever heard in 

any modern art. 

The next illustration, Plate 40A, is of a very different type, and belongs to another 

n school. It is a copper-gilt statuette from Nepal, now in the Calcutta Art Gallery, rep- 

resenting a demigod, probably Kuwera, the god of worldly prosperity. Divested of his 

divine attributes, the crown and two supplementary arms, it 15 a vivid and speaking 

portrait of a well-fed, self-indulgent Lama or Brahman priest, fond-of good living and of 
m all things which make life easy and comfortable. š Š 
ES The contrast between this very mundane deity and the idealised spiritual type we have 
E seen before is very striking. Here the artist has only wanted to show the human body 
E without the divine soul, and in this animated and strongly modelled figure it is evident 
ማኔ _ that he is as capable of doing this as any European sculptor. 

It is thoroughly modern and European in all its sentiment. There are no dreams, no 
religious ecstasy, no high spiritual ideals. It is a personification of materialism and the 
E worldly life. The movement of the fingers speaks of prayer, but the prayers are for 

— — worldly, not spiritual benefits. The coarse, strong features and very lively expression 
_ of the face indicate sensuality and intellectual power of a low, self-seeking kind, combined 
with an infinite capacity for the enjoyment of the pleasures of life. The body, well-fed 
_ and rounded in every limb, makes it clear that hard work and abstinence is not part of the 
gospel he preaches. European artists who have neither the time nor the opportunity 
o study Eastern art commonly assert that the oriental can neither draw nor model the 
man figuré correctly, although oriental life gives far better opportunities for the study 
of the nude than the artist has in Europe. The criticism is as superficial as it is unjust. 
Eastern artist, like the Western, draws what he wants to draw and models what he 
15 to model, The failure of the European to understand oriental draughtsmanship 
put e e 
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‚ comes either from his inability, or from his unwillingness, to understand the intention of it. 
I will conclude this brief study of Indian portrait sculpture with another example of the 
Nepalese School, a copper-gilt statuette of a Tibetan nun, or abbess, holding the usual 
sacerdotal drum, made of human skulls, in the right hand, and a beggar's bowl in the left 
(Plate 40B). The original, like the last example, belongs to the collection which the 
author made for the Calcutta Art Gallery. ; 

This is another delightfully conceived and admirably executed portrait study of an 
ordinary human being. The real type the artist knew was, perhaps, a frowsy, uakempt, 
ugly, and awkward Tib etan,woman, mumbling an empty formula, with a dull monotonous 
drum-beat as an’accompanıment.. But guided unconsciously by his inherited art-tradi- 
tions, and without any desire to flatter or idealise, he has succeeded in expressing, ia the 
whole attitude and in the treatment of the dress and all the accessories, that style and 
dignity which national feeling and respect for the spiritual calling of his subject demanded, 
even though individuals should be found unworthy of it. In all these portrait types,‘ 
reflecting so sincerely and truthfully the soul of the people, we can feel the different 
outlook of a great hereditary artistic tradition, compared with that of the petty indi- 
vidualistic art of modern Europe, with all its narrowness, self-consciousness, and pro- 
vincialism. “Whole eras,” said Ruskin, “of mighty history are summed and the passions 
of dead myriads are concentrated in the existence of a noble (national) art ; and if that 
art were among us we should feel it and rejoice.” 3 E, ° 

We Europeans who live in India to-day have such an art still living amongst us; but 
the history is not our history. The passions of those dead myriads do not move us. 
So we neither feel it nor rejoice, but rather trample it heedlessly under our feet. 
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Portrait of Chandragupta 11 Vikramaditya on a coin. 


Two heads of Bhima, from the Bhima Temple, on the Dung Plateau, Indonesia. 
LJ 
5 ` 
° o 


D. Portrait of Vasisthiputra Satakarni on a coin. 
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CHAPTER X 


INDIAN MURAL PAINTING 


THE building of New Delhi has not, apparently, provided any opportunities for Indian 
painters, but it has drawn attention to the subject of mural painting, now reckoned, like 
architecture, among the lost, or forgotten arts of India. ° 

As in other countries the art of painting in India became a potent force in national 
culture in the great schools of mural decoration, and gradually lost touch with real life 
when pictures came to be regarded more as articles of luxury for the connoisseur than asa ° 
means of instruction and spiritual uplift for the whole community. 

It is evident from early Buddhist records how closely painting was associated with 
popular festivals and with civic life in ancient India. No town or village festival was 
complete unless the streets were made gay with pictures painted on the house-fronts or 
on scrolls and banners hung on temporary screens of bambu. The traditions of this 
folk-art are still alive. 2 s 
e While painted stone or wood-carving gradually superseded mural painting in the great 
temples and stūpas, built to last for ages, painting of the highest class held its own 
in the chitra-sälas of kings’ palaces, which were more or less. of a temporary 
character. , A chitra-Sala, or gallery of mural paintings, was an indispensable annexe to a 
Hindu palace until quite modern times, or until Indian art fell into disrepute and it 
became fashionable for Indian princes to import inferior Eüropean oil-paintings and 
European furniture. 

The process employed was usually that whifh is known in Italy as fresco buono, in 
which colours mixed with lime-water are applied to a prepared surface of the finest plaster, 
while it is still wet, so that they are chemically united with the ground. Indian fresco 
buono, when the wall is a suitable one, is an exceedingly permanent process for interior 
. decoration, and much more durable in a tropical elimate than oil-painting. But as it 

was largely used in exposed situations or in buildings which were not in themselves of a 
permanent kind, vary few of the early Indian fresco-paintings have survived. 

These palatial chitra-sälas were quadrangular cloisters surrounding one of the palace 
gardens or pavilions, sometimes reserved for the ladies of the zanana and sometimes 
apparently a public resort. There are many allusions to them in Sanskrit literature. 
The Ramayana describes Ravana’s palace in Ceylon, where 


Gay, blooming creepers clothed the walls, 
Green bowers were there and picture-halls, 
And chambers made for soft delight.! 


But the most detailed and interesting description of them is given by Bhavabhuti, the 
great dramatist of the sixth century, in his“ Uttara Rama Charita,” translated by Wilson. 
Here a whole scene in the first act is devoted to an animated description of a series of 
pictures illustrating the Ramayana, tike the reliefs sculptured in the courtyard of the 
Siva temple at Prambanam described above. The dramatis persone aré Rama, king 
of Ayodhya, Sita, his queen, and Lakshman his brother and faithful companion in 
exile. 


Lakshman invites Rama to come and look at the pictures ; . 
1 “Sunda Kanda,” Griffiths’ trans., Book V, Cant. VI, p. 297. 
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Come, my most noble brother, on these walls 

Behold a skilful artist has portrayed 

Your story as he learnt it late from me. 

- — The next scene, called “the contemplation of the picture,” is laid in a pavilion in the 

Br garden of the palace, The walls on which the pictures were painted were those which 
enclosed the garden and pavilion® 


Enter LAKSHMANA, SITA, and RAMA 


LaxsH. Behold the picture. 
Sita. What are these that crowd 
Around my lord, and seem to hymn his praises ? 
LAKSH. These are the heavenly arms,! that Vishvamitra, 
The holy sage from Kusa sprung, the friend 
Of all mankind, obtained from great Krisawa, 
And gave them to the prince to wage the fight A 
With that mahgnant demon Taraka. 


A The next panel of the painting showed Ráma when as a youth he competed for the 
= 1 * hand of Sità at the court of her father, Janaka, king of Videha, breaking the famous bow, 

—— — Of Siva which no other suitor had been able to bend. 
—— Sita herself describes the picture : ° 


Yes, I see my lord. > 
Dark as the deep Blue lotus is his hue, 
And strength and grace in every limb appear, 
Paternal looks dwell wondering on his face, 
Lovely with graceful curls, whilst high-disdain 
Swells every feature, as with force divine z R 
He snaps asunder the celestial bow. 


he relief at Borobudur, illustrating the similar episode in the legendary life of the ` 


1ddha (Plate 32), will giye usa suggestion of this painting. 
= ext panel depicted the marriage of Rama and Sitä.and thosé of his three brothers : 


. ሏ solemn scene, where gifts of kine secure 
spicious destiny, and four bright youths 
knit in marriage bonds with four fair maids ; 
ecognise you all—and there, and there am I. ዝ 

ng the wall Rama recognises the picture of his bride when he brought her 
er's palace at Ayodhya, before the cruel decree of banishment drove them 
lon. c or the forest : 


d sire was alive, ፡ 
love watched o’er our being ; 
e, those days are gone! 

ን outhfal bride, 


ኣ 
4A. Sketch showing the full design and 


IProportions of the painting illustrated 
on thegight. 
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A. Head of Bodhisattva. Painting in Cave I, Ajanta. (From a photograph taken for M. Victor 
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LÀ ነ 
5 Fair Sita, wins maternal admiration ; ነ 
Her smiling countenance resplendent shines 


a 
With youth and loveliness ;, her lips disclose 
Teeth white as jasmine buds ; her silky curls $ 
Luxuriant shade her cheeks, and every limb 1 
Of brightest texture moves with natural grace, C 
Like moonbeams gliding through the yielding afr. ፡ 
The dramatist skilfully indicates the varied emotions of the royal spectators, as they 
review all the inéidents of their past life depicted on the walls—their happiness in the 
jungle hut on the banks of the Godavery : . ሼን ር. 
/ RAMA. Recall'st thou, love, our humble happy dwelling, b 
1 Upon the borders of the shining stream, . 
NS Where every hour in fond endearment wrapped, T j 
Or in the sweet interchange of thought engaged, 
e We lived in transport, not a wish beyond 1 ° 
Each other, reckless of the flight of time ? A : PR, 
Their encounter with the demons, the abduction of Sitä and the distracted grief of Rama, 
athe devotion of the eagle-king, Jatayu, killed by Ravana while desperately struggling to ° 
rescue Sita ; the valour of Ràma's monkey allies, and the heroic deeds by which the > | 
demon’s stronghold in Ceylon was at last captured and Sitä’s release effected, were all 
depicted op the walls’of Räma’s chitra-sdla. 
In classical Sanskrit literatuse painting is considered an occupation not unworthy of 
princes. In the Nägänanda, a drama attributed to King Harsha of Kanauj (606-47), 
a prince of the Vidhyädharas whiles away his time by drawing the portrait of his beloved, 
Malayävati. He asks for a piece of red arsenic*to draw with and his attendant picks up 
from the ground pieces of clay or stone of five different colours—blue, yellow, red, brown, 
and grey., Malayavati unobserved watches her lover at work, but the portrait is so 
indifferent that she believes it is intended for some other fair maid and faints away from x 


. jealousy. A . : 
; er are so many references to painted portraits in Sanskrit literature that evidently 
the prohibition in the Silpä-sästras applied only to temples and other sacred buildings and 
not to the practice of painting as a secular accomplishment. a, 

In a play attributed to Kalidasa the heroine is the Queen Dhärini’s beautiful attendant, 
Mälavikä, who is a skilful musician and dancer. The Queen carefully keeps her attractive 
handmaid from the presence of the King, Agnimitra, but foolishly caused Malavika's 
portrait to be painted on the walls of the chitra-sala. The plot of the play discloses the ሬ 
disastrous consequences Of the King’s next visit to the picture gallery. _ š T 

In Kälidäsa’s famous play, Sakuntala, a considerable part of Act VI is taken up with a i 
painted portrait of the Queen, with which the King Dushyanta, half-demented with grief 2 
and remorse for his desertion of Sakuntala, attempts to console himself. In the text š 
translated by Sir William Jones, this portriat is said to be painted by a lady of the Court, | 
but the more recent version of Monier- Williams makes the king himself the artist. x | 

The picture represented Sakuntala and her two attendants in the garden of the hermi- 
tage where Dushyanta first saw them. Sakuntala herself is leaning "apparently a little à 
tired against the stem of a mango-tree, the tender leaves of which glitter with the water 
she has poured upon them. Her arnis are gracefully extended ; her face is somewhat 
flushed with the heat, and a few flowers have escaped from her hair, which has become 


o 9 ቤኔ 
unfastened and hangs in loose tresses abouf her neck.” ° 

The king, looking at the picture, declares that thé background is unfinished and sends an | 
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attendant to fetch the painting implements. He will have the River Malini portrayed 
in it: 


Its tranquil course by banks of sand impeded, 
Upon the brink a pair of swans ; beyond, 
The hills adjacent to Himalaya, 
Stydded with deer ; and near the spreading shade 
Of some large tree, where ’mid the branches hang 
The hermits’ vests of bark, a tender doe, 
Rubbing its downy forehead on the horn è 

. Ofa black antelope, should be depicted. 


Then he would add some ornaments to the figure of Sakuntala : 


A sweet Sirisha blossom should be twined 
Behind the ear ; its perfumed crest depending 
Towards her cheek ; and resting on her bosom, 
A lotus-fibre necklace, soft and bright 

As an autumnal moonbeam. 


ka " His companion, Māthavya, notices that Sakuntala is covering her lips with one hand as if 
E to prevent a bee, which“ intent on thieving honey from the flowers seems to have mistaken 
Es her mouth for a rosebud," from settling on her lips. This was an incident which had 

actually occurred at the King's first meeting with Sakuntala, as described in the first act, 
> and Dushyanta, led on by the vividness of the painting: to imagine that it was reality, 
: calls out : 

“ላ bee! drive off the impudent insect, will you ?” 

The story will recall similar ones recórded of ancient Greek artists and their skill in 
imitative painting. ላ very similar one 15 tóld of the first Chinese painter known in 
history, Tsao Fuh-king, the court painter to the Emperor Sun K’uan, inthe third century 
A.D. In this case a fly was so skilfully imitated that the Emperor raised his hand to 
brush it off.12 ‹ i 

Both of Kalidasa's translators use the word “canvas” in describing the picture. Some 
of the old Central Asian paintings discovered by Dr. von Lecoq.are painted on cloth 

| prepared with a ground of lime like some modern Tibetar paintings, so it is not unlikely 
that a canvas of this kind was used by Indian painters in the time of Kālidāsa. But 

from the Sanskrit text it would appear more probable that a wooden panel is intended. 

— — Of this secular art of painting of pre-Muhammadan times there are no Indian examples 

xtant, but from what we know of the religious sculpture and of the technical excellence 

best paintings of the Ajantà School we can fairly assume that the merit ascribed to 

anskrit writers was not overrated. 

eriod covered by the Ajantà paintings is supposed to extend over some six cen- 

or from about the second to the seventh century A.D.3 Though these wonderful 

> when they were inhabited must have been extraordinarily beautiful, it must not 

erson, “Pictorial Arts of Japan." 

ra: ences to painting in ancient India see C. Sivaramamurti, “A Passage on Painting in Potana’s 

of Oriental Research, VI (1932), pp. 184-187 ; “Painting and Allied Arts as Revealed in Bana's 

_ (1933), Pp. 59-82 ; “Kalidasa and Painting, ikid., pp. 160-185 ; “Sri Harsha's Observations on Paint- 
erence to the Naishadhiya Charita,” ibid., pp. 331-350 ; and “The Artist in Ancient India,” ibid., 

m eee V. Raghavan, “Some Sanskrit Texts on Painting,” Indian Historical Quarterly, IX 

rw. . 

Ajanta according to the latest.researches extends from about the second century B.C. to the sixth 
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be supposed that the object of the paintings was to provide entertainment for, or to 
gratify the esthetic tastes of, the Buddhist monks—the walls were the picture-books 
used for instructing the pilgrims and novices of the Order in the events of the Buddha's 
many existences. If sometimes the subjects seem to be out of keeping with the ascetic 
life of a monastery, it is only because the Master had experienced life in every phase before 
he reached Nirvana, the perfect experience. And though incidemtally the pictures give 
an intimate revelation of Indian life of the period, it would be a mistake to suppose that 
the painters intentionally recorded current events as history. š 

As works of art the Ajanta paintings, like the Borobudur reliefs, are of unequal merit, 
though some are worthy to rank among the great pictures of the world. 

It is often said that Indian painting is to be distinguished from that of the West as being 
an art of line only, that is Indian paintings are not true pictures in the European sense, 
they are only coloured drawings. This is true of the earlier and of most of the later 
schools of Indian painting. But it is not true of the grand school of Indian mural painting, ° 
in the highest development it reached at Ajanta, Bagh, Sigiri,,and in the recently dis- 
covered Pallava paintings at Sittannavasal (Plates 41, 42, 43, 44B, 45, 46A, and 47). 

In ‘the great flowering time of Buddhist-Hindu art, from Gupta times down to the 
Muhammadan invasions, there was a marked tendengy to prefer painted reliefs to simple 
fresco and tempera paintings for the decoration of temple walls ;* though the painters’ 


1 We have examples of wall painting of the post-Gupta period both in Nörth and South India, notably in the Kailasa ° 
temple at Ellora (8th century A.D.) the temple at Madanpur (A.D. 1130 to 1165), the Brihadisvara temple at Tanjore 
(late roth century), and the temple at Tirumalai (11th or 12th century). From their study it is now becoming increa- 
singly evident that the art of painting underwent a degeneration, less rapid in the South, and instead of the free and 
plastic forms ef Ajanta a definite conventionalisation and stiffness set in. The lines become angular and sharp, and the 
drawing has none of the suavity and fineness of tffe Gupta schools. Aside from the unbroken space provided by the 
few cave temples of this period there was just no longer sufficient space for the wall painter to practise his craft, the 
interior of medieval temples being quite insufficient. The evolution of painting, therefore, did not parallel the styles 
of sculpture of this period. It is true that the sculpture itself was plastered and painted over, but the style of this over 
painting could not have been different from the other examples of painting that survive from that time. Judging from 
these, it does not appear to be correct to state that the’ painters tried to imitate plastic effects. Instead we have an 
art that is shorn of plasticity, with flat compositions and a highly conveptionalised and stiff draughtsmanship, as is 
apparent from the 9th century paintings at Ellora. 

The decline in the art of wall painting was followed by the growth of styles of painting more often confined to book 
illustration, namely, the Pala school of Bengal and Bihar (Plate 51A), and the Western Indian school. The Pala school, 
which came to an end about the late 12th century, preserved the traditions of Ajanta to a greater extent, though these 
were cramped and confified avithin the small painting space available, and lack the sweeping freedom afforded by the 
large wall spaces of Ajanta. The paintimgs consist mainly of illustrations to Mahayana Buddhist texts and are icono- 
graphic in character. The colours employed are few, and we get a somewhat slavish imitation of the mannerisms of 
Ajantaart. The school came to an end with the Muslim invasion at the end of the 12th century A.D. 

The earliest examples of the Western Indian style, as preserved in illustrations to Jaina palm leaf manuscripts, continue 
the style as found at Ellora, the angularity of drawing being more accentuated and the draughtsmanship careless and 
crude. In the depiction of the human figures, ancient ideals are still followed, but the result of the artists’ work is 
astonishingly different. The faces are almost always shown in profile, the noses are sharp and pointed, and the chins 
small and protruding. The eyes are set close to each other, one of them projecting in a rather clumsy way outside the 
face, the poses of the figures are still, and the little movement that is shown is puppet-like. The treatment of nature 
is conventionalised and decorative, and the birds and animals turn out looking like pretty wooden toys. The Western 
Indian style was also extraordinarily conservative, sticking with great tenacity to thege characteristics for a period of 
over 500 years, almost to the end of the 16th century, though certain stylistic variations and elaborations are to be 
noticed in the various phases. The early paintings on palm leaf have a simple primitive vigour that is associated with 
the terse and direct expression inaugurating a new style. As time progresses the art tends to become more elaborate 
and refined, and the paintings of the first paper manuscripts, which begin to appeag about the middle of the 13th cen- 
tury, are among the finest examples of this school, combining successfully the early strength with a subtler draughts- 
manship and exquisite love for detail. The colouzs t80 are more refined, and used with greater effect, but gold and 
blue, so lavishly used by the painters of the next period, are as yet unknown. ° ° 

By the middle of the 15th century palm leaf manuscripts disappear entirely, and the paintings on paper manuscripts 
become extremely opulent, employing a great deal of blué and gold, probably the result of increasing Pegsian contact. 
Among the finest examples of this phase are the manuscripts of the Kalpasuira painted at Mandu in 1439, another 
painted at Jaunpur in A.D. 1465 (Plate 75C and D), and the magnificent Kalpasutra of about the same qate in the col- 
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share in the work was an important one, for without the eye-painting ceremony with its 
appropriate mantras a stone image was not “alive,” or filled with the Divine Presence, 
and could not, therefore, be worshipped. The combination of sculpture and painting, 
often practised as a single craft, was the highest form of religious art, being more difficult 
and costly than simple painting, and therefore conferring more merit both on the artist- 
devotees and their patrons. 

The religious sentiment had its natural re-action on the practice of fresco and tempera 
painters. They tried to imitate plastic effects ; not to produce the atmosphere of Western 
painting, but to give their work the solidity and reality of sculpture. The classic examples 
of Indian pictorial art, therefore, show something more than an art of line. These Indian 
painters did indeed rival the best Chinese masters in their wonderful power of delineation, 
but they also excelled in the subtle modelling of surfaces. Whether they were modelled 
by the painter or the sculptor, the finishing brush-outline gave life to the forms. 

Writing on the technique of the Ajanta paintings Mr. J. Griffiths says : 

“The artists who painted them were giants in execution. Even on the vertical sides of 
the walls some of the lines which were drawn by one sweep of the brush struck me as being 
very wonderful; but when I saw long delicate curves drawn without faltering, with 
equal precision, upon the horizontal surface of a ceiling, where the difficulty of execution 
is increased a thousandfold, it appeared to me nothing less than miraculous. One of the 

_ students, when hoisted up on the scaffolding, tracing his first panel on the ceiling, naturally 
remarked that some of the work looked like child’s work, little thinking that what seemed 
to him, up there, rough and meaningless, had been laid on with a cunning hand, so that 
when seen at its right distance every touch fell into its proper place.’’? 

A great deal of misconception of the true character of these paintings is due to the fact 

E that nearly all the published material for the study of thém has been derived from copies, 

| carefully traced by hand, which give a very faint impression.of the marvellous beauty 

2 and freedom of the brush-outlines, the masterly plastic treatment of the surfaces, and the 

exquisite delicacy and refinement of ornamental details. These copies, made under great 
dg difficulties, are by no means to be depreciated. They are most useful records of the 

2 general design, and in some cases supply details which cannot be distinguished by the 

camera. But it cannot be too strongly insisted that hand-copies must be supplemented 

E by the best reproductions which scientific photography can make. Foi artists and art- 

| students a first-rate photograph is infinitely more valuable than the best hand-copy.? 

x For the first edition of this book the only materials available were tne copies made by 

the students of the Bombay School of Art, published ከሃ Mr. Griffiths in his work on 

Ajanta, and these furnished the only illustration given of the Ajanta School, a very in- 

adequate and incomplete copy of the wonderful painting in the antechamber of Cave 


- lection of the Devasanapada Jnana Bhandar in Ahmedabad (Plate 75B). In spite of all the lavishness, however, one 

cannot escape the feeling that the art is really getting poorer, and in spite of all the elaborate attention to iconography, 

` a lacks inner spiritual vitality. Western Indian painting is thus a superstitious art in the sense that it is something that 

— — stands over from the past, the forms themselves being devoid of inner meaning. Convention and formula are repeated 

I — in a mechanical manner and the decorative and ornamental qualities, instead of being an incitement to the release of 
| more abundant energy, become gross and superfluous embellishment. 

: — The subject matter of most of these paintings is Jaina, illustrating the cyle of legends related in the Kalpasutra and 

: Kalah haryakatha. ‘he latter is the story of Kalaka, the Jaina monk who is reputed to have invited the Sahi kings to 

— destroy Ujjain in retaliation for the abduction of a nun by the king, while the former tells in brief the life of the various 

a 'irthankaras. In addition to Jaina works, Hindu themes also form the subject matter of paintings in the Western 

m style, and those illustrating Vaishnava works like the Bagalopalastuti are full of a delightful poetic atmosphere. 

wustive discussion of this school of painting, see Moti Chandra, Jaina Miniature Painting from Western India, 
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XVII, undoubtedly the greatest achievement of the school. The same group, inexpli- 
cably divorced from its context, was illustrated in Lady Herringham's work. A complete, 
but not quite accurate copy, showing the colour-scheme and the whole design, was sub- 
sequently made by Mr. Mukul Chandra Dey and published by him in his “ Pilgrimages to 
Ajanta and Bagh.’’! 

The long wanted photographic survey of the paintings, commenced by M. Victor 
Goloubeff in IgII, is now being completed by the Archeological Survey of Hyderabad, 
and through the kindness of the Director, Mr. G. Yazdani, I am enabled to give more 
satisfactory reprqductions of the painting (Plates 41, 42, and 43) of which a very discerning 
critic, Mr. Binyon, has said that no picture anywhere is more impressive in grandeur and 
tenderness. 

Though the unknown Ajanta artist has not followed strictly the authorised version of the 
legend, there can be no doubt as to the subject of the painting. It is the legend of the 
return of the Buddha to his home, after the Enlightenment. One spring morning, * 
eight months after he had attained Buddhahood, the Blessed One resolved to revisit his 
native city, Kapilavastu. Travelling on foot and begging his food from door to door, as 
was fhe custom of all the Buddhas, he reached the city after a two-months’ journey. 
The Sakya princes, his former companions, went out, with flowers in their hands to greet 
him and led him to a pleasant grove in the outskirts of the city.. But, regarding him as a 
younger brother, they would not do obeisance to him until he assumed his Divine Form 

“and rising into the air filled the whole universe with his Presence, performing many” 
miracles which made the King, his father, and all his courtiers fall down in worship. 

The next day the Buddha went into the city to beg for alms. Lotus-flowers sprang up 
beneath his feet, a glory shone round his head, and he comes at last to the door of his 
own palace presenting his begging bowl. Yasodhara, his wife, leading Rahula, now 
seven years old, comes out and worships him, saying, “O Siddhartha, that night Rähula 
was born you rejected your kingdom and went silently away. Now you have a more 
glorious kingdom instead !” . 

The wall-space chosen by the artist lends itself admirably to the noble design of the 
picture. “It is ae narrow upright panel at one end of the antechamber, framed on the 
right-hand side by the. richly carved architrave of the doorway leading into the shrine. 
The palace wallgare cunningly made to abut on to the architrave of the doorway, leaving a 
narrow upright space filled by the majestic figure of the glorified Buddha towering over 
the palace roof. °AeVidhyadhara, flying over the Buddha’s head and holding over it 
a flower-decked umbrella, fills the upper part of the panel which is narrowed again by the 
projecting lintel of the doorway. 

Yasodharä, wearing on this day of gladness the jewellery she has discarded for seven 
long desolate years, stands at her door, gazing up in adoration at the glorious apparition 
in front of her and holding out caressingly the precious gift she offers to the Divine Beggar, 
her darling child. The Buddha, graciously bending his head, accepts Rahula as his disciple. 

The artist has indeed been wonderfully inspired, in the grand spacing out of the whole 
design, in his conception of the Divine Form, majestic in its simple and austere lines, and 
in the tenderness and pathos he has given to the figures of the mother and child, drawn 
in rhythmic brush-lines with exquisite delicacy and charm (Plate 42). 

Like all the Ajanta paintings, this masterpiece has suffered irremediable damage, the 
lower portion having been almost completely destroyed. But the entire spacing out of 
the panel and the true proportions of it can be seen in Pl. 4tB. The photographic re- 
production, Plate 4TA, unfortunately has stunted the proportions of the Buddha by 
omitting both the lower part of the panel, where a portion of the lotus-flower springing 


1 The copy is now in the Oriental Department of the British Museum. 
2 A very inferior painting of the same subject in Cave XIX is illustrated in Griffiths’ “Ajanta” (Plate 89, Fig. 5) and 
in Vincent Smith’s “History of Fine Art in India and Ceylon,” 3rd Edition, Plate 88. 
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under his feet is to be seen, and also the blackened upper part filled by the umbrella. 

It is very much to be desired that all the resources of scientific photography may be 
applied to the task of making the best possible record of this great painting and others 
which have not yet been worthily reproduced. Such reproductions, enlarged to full size, 
might provide material for an “Ajantá Museum," worthy of India, designed to give a 
complete replica of two or three of these magnificent monastic halls, and to demonstrate 
the perfect co-ordination of building design, sculpture, and painting into a higher organic 


E unity, which, as Professor Lethaby has said, is the true test of noble architecture. Thus 
B India might hand down to posterity a complete record of the golden age of her art, and 
E help to revive the grand traditions of her own school of mural painting, not yet extinct. 


EC - The lovely head of the Bodhisattva in Cave I, Plate 45, from a photograph kindly 

T provided by M. Goloubeff, will give, in spite of its damaged condition, a good impression 

of the broad plastic treatment of the later Ajantà paintings. The brush-outlines here 

- visible are not the foundation of the painting, but the finishing touches which give em- 
phasis and reality to the surface modelling. 

There has been much discussion regarding the exact process used by the painters of 
Ajanta and Bagh, and much difference of opinion among experts. Sir John Marshall 
says that it is tempera painting, not fresco buono. There cannot be any doubt, however, 

| that the true fresco process has been practised in India for many centuries. It was used 
by Akbar’s painters in the decoration of Fatehpur-Sikri, and is still used by the temple 
craftsmen of Rajputana, or was so about twenty years ago, when I engaged a Jaipur. 
painter to decorate the entrance hall of the Calcutta School of Art and to give instruction 
to the students. The process is described in the Appendix. Plate 44A shows part of the 
wall decoration of the school executed throughout in fresco buono, and Plate 68 a fresco 
panel painted at the same time by Dr. Abanindra Nath Tagore, C.I.E. No attempt was 
made to imitate the technique or style of the Ajantà school, but simply to open a door for 

the revival of art in India which departmentalism has long kept shut. 

It cannot be supposed that the process was introduced into India by the Moguls, and 
one would certainly expect to find 1t used by the earlier schools of Indian mural painting. 
As a matter of fact the intonaco, the thin plaster ground at Ajanta, Bagh, and elsewhere, 
is exactly the same as that used by the Rajput temple craftsmen at the present day. 
M. Goloubeff, in his admirable monograph on Ajantà,! says that the paintings are true 
frescoes, though some of them have been finished or retouched by a process analogous to 
tempera. In other words the Ajanta paintings seem to be a combination of fresco buono 
and fresco secco. This view is supported by very good historical evidence, the hereditary 
craft-tradition of Indian mural painting. 

Itis hardly necessary now, as it was twenty years ago, to insist that the Ajantà School is 
— purely Indian and not, as Dr. Vincent Smith maintained, “a local development of the 
- _ cosmopolitan art of the contemporary Roman Empire.” The pairting in Cave I, described 

: by him as a “vivid representation of the ceremonial attending the presentation of their 
—eredentials by the Persian Envoys” (from Khushru II of Persia to Pulikesin of Maha- 
xashtra, in the thirty-sixth year of his reign, A.D. 625-6), and cited as a signal proof of 
derivative character of the Ajanta School, has been shown by M. Foucher to be no 
cal painting, “a landmark in the history of art,” but an illustration of ajätaka story, 
ost of the other paintings in the Caves. 
discovery in 1920 of fresco paintings (Plates 44B and 46A) in a rock-cut temple at 
ıvasal in the ancient Pallava country, not far from Pudukkottai, through the 
it archaeological researches conducted by Frofessor Jouveau-Dubreuil, has added an 
tant chapter to the history of the great school of Indian mural painting. Mr. N. 
C.S., in his “Notes on Indian Paintings,"? has published coloured sketches of 
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A. Wall painting from Jain Caves, Sittannavasal. 7th Century A.D., Post Gupta period 
(Photo Copyright by Prince of Wales “Museum, Bombay). 
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B. Wall painting from Padami. (Photo Copyright by Prince of «Wales Museum, Bombay), 
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1 INDIAN MURAL PAINTING ee 
some of them, but the scientific photographic survey necessary for the full appreciation 

of their artistic value has yet to be made.! 

_ They are attributed by Professor Jouveau-Dubreuil to the reign of Mahendravarman I, 

circ. A.D. 600-25, one of the great Pallava dynasty which dominated the south for two 
centuries and gave to Indian art the wonderful sculptures of Mamallapuram (Plates 

103B, 104A and B). They therefore seem to be contemporary withsthe finest paintings of 

Ajantà. The principal subject, says Professor Jouveau-Dubreuil, is a grand fresco 

which adorns the whole of the ceiling of the verandah, representing a lotus tank enlivened 

with fish, geese, buffaloes, elephants, and three human or divine figures, devotees or 
Gandharvas, holding in their hands the lotus flowers and leaves they are gathering. 

On two of the pillars of the facade are two paintings of Devadasis dancing the dance of 

Siva. Unfortunately the photographs of these most impressive fragments which I have 

been able to secure, though they prove them to be the work of a great artist, are not 

suitable for reproduction. But Plate 44B, for which I am indebted to the kind help of - 

Mr. S. V. Ramasami Mudeliar of Madras, will indicate that the painters of Sittannavasal 

were in no way inferior to the best of the Pallava sculptors. The youth whose graceful 

figure makes rhythmic play with the lotus leaves and flowers is drawn with all the power ~ * 
and freedom of the classical Indian school at its best. It is interesting to note that the 
design has been put on the wall or ceiling in the first instance by stencilling, the dots of the 
.pouncing being clearly visible under the vigorous strokes of the finishing brushwork. 
In the Sittannaväsal frescoes also the different quality of the master-painter's work and ` 
that of his assistants or apprentices, can be clearly distinguished in different parts of the 
decorative scheme. Plate 44B undoubtedly shows the hand of the master himself. 

Ceylon, which is very rich in sculptured monuments of Indian origin, also furnishes 

some remarkable remains of niural paintings (Plate 45), well worth a separate mono- 
graph, apparently derived from the great school of Ajanta. They are situated in two 
caves excavated on the western face of the wonderful Sigiri rock in the central province of 
the island, and it has been assumed that they are the work of the court painters of the 
parricide King Kasyapa I (A.D. 479-497), who made this impregnable rock his stronghold, 
and that they represent his queens with their attendants going to worship at the neigh- 
bouring Buddhist monastery. No satisfactory explanation has been given of the reason 
why the queens and their hand-maidens appear as'if half immersed in clouds, the usual 
convention of the heavenly spheres. The suggestion that this was merely a device to 
make up for the cfantped space which the painters had to fill is very unconvincing. But 
if we imagine that one of the royal ladies dreamed of a visit to the Tusita heavens, and that 
the court painters, or those attached to the monastery, took this for their subject as an 
everyday event in Buddhist religious life, the difficulty would be removed.? 


| 
| 


1 The Sittannavasal temple is dedicated to the service of the Jaina religion, and was constructed by Mahendravarman . 
I, the remarkable Pallava artist king probably before he was converted to the Saiva faith by that saint Appar. The 
paintings that have survived consist of heavenly nymphs dancing in the clouds, a royal couple identified with the king 
and his consort, and two ceiling panels, the first depicting a lotus pond filled with aquatic flowers, geese and a human 
figure (Pl 44B) and the second also representing a similar lotus lake. The paintings have been discussed at length by Stella 
Kramrisch, “Dakshinachitra,'” Journal of the Indian Society of Oriental Art, Vol. V. The lotus ponds have been inter- ጋ 
preted asa part of a samvasarana, or a resting place made by gods for a Tirthankara after he has attained kaivalya.—P.C. 
5 For some decent colour reproductions of the paintings at Sigiri, see W. G. Archer and S. Paranavitana, Ceylon : 
Paintings from Temple, Shrine and Rock, UNESCO World Art Series, 1957, Pls. I-X. Paranavitana has also given a 
correct explanation of the meaning of these paintings in “Sigiri, the Abode of a God-king,” Journal of the Ceylon Branch 
of the Royal Asiatic Society, New Series, I (1950), pp. 129-162. According to him“ ...... the plan of Sigiri as a whole 
has been devised as an earthly representation of the Paradise of Kuvera on Mount Kailasa. In fact the old chronicler 
explicitly states that Kassapa’s city of Sigiri resembled Alakamanda and that the king dwelt there an the manner of 
Kuvera (the God of Riches). The purpose of the paintings, therefore, must have been to 


details, and they must represent Clouds and Lightning moving about the peak of Kailasa. Th 
the historical writings of Ceylon to “Cloud-damsels” and "Lightning prince Ma 
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Fortunately a complete photographic record of the paintings, which owing to their 
inaccessible position have been much better preserved than those of Ajanta and Bagh, 
has been made by the Archeological Survey of Ceylon. There are twenty-one figures in 
4 all, five of which are shown in Plate 45. As usual, some of them are by the hand of a 
i E master-painter and others by the pupils working with him ; this was the way the master 
| passed on the torch bis ancestors had lighted for him to the next generation. The monu- 
ments we guard to-day as archeological treasures served the purpose of modern art 
= galleries and schools of art. 
| | There is a peculiar charm about these Sigiri paintings in the expression of the wonder 
| and delight felt by the visitors to the celestial spheres, in the grace and spontaneity of 
| movement, quite free from any academic pose, and in the strength and vitality of the 
drawing and modelling. 


4 | The Bagh rock-cut viharas, in the Gwalior State, contain some of the most important 
remains of the grand school of Indian painting, in its best period, about the seventh 
2 century A.D. A good set of copies of the principal frescoes, made for the Gwalior Durbar, 


a duplicate of which is in the British Museum, gave the material for a recent publication 
by the India Society, but the indispensable photographic survey has not yet been made and 
l it is improbable that any measures taken for the preservation of the paintings in situ 
| will stop the progress of the rapid decay which has already destroyed the greater part of 
them. Indian art will surely suffer further irreparable loss unless these precious fragments 
are removed from the walls of the viharas and placed under proper care in a suitable’ 

museum or art gallery. 
The sympathetic copy of the fascinating group of dancers and musicians, Plate 47, 
made by Mr. Asit Kumar Haldar in a limited time under considerable difficulties, gives a 
good impression of the life and movement of one’of the most attractive passages in the 
E. great fresco of the Rang Mahall, Cave IV, though only a photograph can reproduce the 
k consummate technique of the brush-lines and the surface modelling. The subject, a 
EC group of girl musicians gathered in a ring round two male dancers, suggests a variation 
z of the Indian artist's central theme— the univérsal Dance of Siva. The rhythmic curves 
of their vividly striped dresses give the impression of a band of nereids sporting in a sea of 
~~ music, keeping time with the ripple of the waves. : 
E^. This, however, is only an incident irf the main subject of the fresco, a great procession of 
I horsemen and elephant riders sweeping across the wall in a stately city pageant, rep- 
resenting undoubtedly, not a contemporary event, but some familiaf tale told by the 
monks for the edification of the pilgrim visitors. ; 
The technical tradition of the great school of Indian mural painting survives, as we have 
seen, in the temple craftsmanship of the present day in Rajputana. The Ajanta tradi- 
tion was also brought down to modern times in the numerous paintings and drawings, 
mostly by Rajput and Kangra artists, illustrating in miniature Vaishnava and Saiva 
myths and legends as they were depicted formerly on the walls of Hindu chitra-sälas.! 
Plate 48, “The Birth Ceremony of the Infant Krishna,” a brush drawing of the Kangra 


^ 


1 For a differing point of view see Karl Khandalavala, Pahari Miniature Painting, Bombay, 1958, p. 19. In spiteofa 
| common poetic beauty and earnest religious feeling, there is little in common between the tradition of Ajanta and the 
—miniature paintings of the Kangra artists. They are separated by a gap of over a thousand years not satisfactorily 
explained, and to quote Khandalavala, “One cannot but feel that Rajasthani and Pahari miniature painting never 
stepped from the walls of shrines and palaces but was a Hindu corrollary, albeitdifferent in spirit, to the Mughal minia- 
. . Every discovery of Rajasthani and Pahari masterpieces goes to confirm the view that not only were these 


se forms and colour in a format of smalldimensions. Judged by these standards, Rajasthani and Pahari 
whole recognise the requirements of a miniature art. If however they were transplanted on to walls 
they would, I fear, ill-fulfil the requirements of great fresco painting, such as breadth of treatment, 
g brushwork and an avoidance of the meticulous."— P.C. o 
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3 INDIAN MURAL PAINTING 757. 2 


School, carefully shaded to give an impression of relief, puts the Krishna legend in a 
modern Rajput setting, but preserves the spirit which informed the great art of Ajanta 
and very much of its technique. 

The painted icons used in Vaishnava household worship formed another link, now 
almost broken, which connected classical Indian art with modern times. A very interest- 
ing example, probably of the eighteenth century, Plate 49A, represents in iconographical 
form the Coronation of Rama and Sita at Ayodhya after the overthrow of Ravana and the 
termination of their exile. Räma’s sword and the famous bow of Siva are on the ground 
in front of him; Hanuman the monkey-king, his faithful ally, kneels and clasps the 
King’s leg. His three brothers are ¢n attendance on Rama’s right hand ; on the opposite 
side a bevy of court ladies and musicians wait on the Queen. 

| The details of the throne, the royal crowns, and the umbrella are rendered in relief with 
gilt gesso and glass. Real pearls are used in the ornaments. In the background is given a 
realistic picture of the palace and citadel of Ayodhya, with its inhabitants ; courtiers, 
men-at-arms, richly caparisoned elephants and war-horses; the temples and sacred ን 
cows, the public bathing tank, the city walls, the river, and the country beyond—a 
perfect microcosm of the life and ceremonial of a royal Indian city. 

The still living Tibetan school of painting and squlpture is an offshoot of Nepalese 
Buddhist art dating from the time of King Srong-tsan-gampo in the seventh century 
A.D. The craftsmen of the Tibetan monasteries, painters and sculptors, cling tenaciously 
to the old traditions, and much might be learnt from them, though it is in technique rather 
than in spiritual outlook that they stand in close relation with the att of India. Tibet is 3 
part of the hinterland of Indian art, half-way between India and China, which can only: 
be dealt with satisfactorily in a comprehensive monograph, but a few suggestions on colour 
symbolism which Tibetan artists borrowed from Buddhist India may be noted : 

The Manikabum, a Tibetan work of the seventh century, gives the symbolic colours 
appropriate for each of the six syllables of the famous Sanskrit Mantra AuM MANI PADME 
Hum, which is said to save from rebirth in either of the six conditions, i.e. as a deva, 
asura, man, animal, goblin or hopeless being, or as a devil. 

The colour of Aum, the heavenly state, is white. White, both in Buddhist and orthodox 
Hindu symbolism, signifies heavenly purity and bliss. It is a symbol of Siva and of his 
snow-clad paradise, and also of Parvati, his consort? It may also represent water. 

The colour of Ma, the asura state, is blue. In Hindu orthodoxy blue is the colour of 
Vishnu, the Preserver, and of his incarnations, Krishna and Rama. 

The colour of Nr, the human state, is yellow, like the ascetic's robe. 

Images of Buddha, as well as those of Maitreya and Manjusri, are painted a golden 
yellow. It is also the symbol of earth. 

The colour of PAD, the animal state, is green, while that of ME, the state of a hopeless 
being or goblin, is red. .This is in direct opposition to Brahmanical symbolism, in which > 
red is the colour of the sun-god, Sürya, of the solar sphere, the abode of spirits whose 
earthly migrations are finished, and also of Brahma, the Creator. King Harsha's father 
is said to have offered daily to Sürya a bunch of red lotus-flowers, in a vessel of ruby red. 

The colour of Hum, the state of a devil, is black. > : 

But in the Hindu Sästras black symbolises the formless unconditioned state which 
existed before Creation, personified by Kali, the Mother of the Universe and the Great 
Destroyer. The Nirvana Tantra says, “As the lightning is born from the cloud and 
disappears within the cloud, so Brahma and all the gods také birth from Kali and dis- 
appear in Kali.” ንይ 

The three gunas, or qualities of Matter, have their colour 
rajas, yellow or red ; tamas, blue or black. 

According to the Vishnudharmottaram,* a Sanskrit treatise 


1 See Dr. Stella, Kramrisch’s translation, pp. 16-27. UE x 
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s seen should be true to nature, but the colouring of images and also that of a 
category of pictures descriptive of the rasas, or emotions, must be according to 
1165 of symbolism. Every vasa had its appropriate colour: the emotion of love, 
k blue; of laughter, white ; of compassion, grey ; of rage, red ; of valour or heroism, 
yellowish white ; of terror, black ; of astonishment or feeling of the supernatural, yellow ; 
and of loathing, indigo blue. 

The specialised schools of painting mentioned above, which were developed as part of 
. the culture of the Buddhist or Hindu monastery, temple, or court, grew up from a broad 
‘substratum of popular pictorial art, some of it very primitive, some of it, like the “Pat” 
drawings of Bengal described by Mr. Asit Ghose,! showing a technical skill of a high 
order. From very early times this substratum served as a means of religious propa- 
ganda among the illiterate masses. In the Särattha-Pakasini, says Dr. Kramrisch, 
allusion is made to a class of Brahmans known by the name of Nakha, who wandered about 
with pictures mounted on a portable framework, showing “scenes of good and evil destinies, 
of fortunes and misfortunes,” and pointing out that “by doing this deed one attains this, — * 
= and by doing that one attains that.” The moral and religious teaching of the great 

_ Hindu epics was, and still is to a certain extent, popularised in a similar way by miñstrel- 
painters wandering from village to village, but the scheme of modern progress elaborated 
/ the educated townsman has no use for this traditional method of popular culture, so 
e Indian villager desirous of recreation or edification must wait patiently until the 
nema points the modern way to spiritual enlightenment, or prostitution. 1 
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ላ.* The Coronation of Rama and Sitä. (From a painting’in the Calcutta Art Gallery). 
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B. Camels Fighting. Mughal School, C. 1615 A.D. (Prince of Wales Museum, Bombay). 
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A. Detail from a palm-leaf folio of a Ms. of Prajnaparamita. Pala School, late r2th century A.D. 
» (Prince of Waels Museum, Bombay). 
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B. Portrait of Abdur-Rahim Khankhanan. Mughal, School, early C. Portraitof a divine, by Farrukh Beg, the Kalmuck. 

17th century A.D. (Prince of Wales Museum, Bombay). . 5 Mughal School, C. 1610 a.D. (KAudabux Library, Patna). 
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CHAPTER Al 


PAINTING IN MOGUL TIMES : 
WE have seen in the last chapter that in the pre-Muhammadan period the art of painting 
was cultivated as a dilettante amugement or accomplishment in the courts of Buddhist 
and Hindu sovereigns, but it was not until Mogul times that a distinctly secular school of 
painting, derived originally from Persia, arose in India. This secularisation of artinthe 
Mogul period in India may be compared with the Renaissance in Europe. 

The direct origin of this secularisation was the formal prohibition by the Muhammadan 
law of the representation of animate nature in art. The effect of this law was virtually 
to suppress the practice of painting and sculpture as fine arts in all countries under Muham- 
madan rule, from the founding of the Caliphate of Baghdad down to the beginning of the 
thirteenth century. ° 

With the decline of the spiritual power of the Caliphs the prohibition ceased to have 
full effect, but the revival of pictorial art in Persia did not really begin until the overthrow 
of Arab rule by the Mongols, about the middle of the thifteenth century. 

It is interesting to notice how, both in Europe and in Asia, such rude barbarians as the 
Mongols, who revelled in rapine and bloodshed and marked their progress with monuments 
of human skulls, were, like other scavengers of civilisation—the Goths, Vandals, and 
Huns—the means of moving the intellectual waters and of bringing new inspiration into 
art. 

The effect of the Mongol invasion on the civilisation of Western Asia is well summarised 
by Professor E. G. Browne in his “Literary History of Persia” : 

“Infinitely destructive and disastrous as it was to life, learning and civilisation, and 
especially to the Arab culture, which, as we have already seen, maintained itself with such 
extraordinary vitality in Persia for six centuries, long after the war of Arab conquest had 
utterly subsided» the Mongol invasion did, perhaps, contain some quickening elements, 
and the Mongol character, for all its reckless ferocity, some potentialities of good. One 
of its few good effects was the extraordinary intermixture of remote peoples, resulting 
in a refreshing of somewhat stagnant mental reservoirs, which it brought about. In 
Europe it was a cause, if not the chief cause of the Renaissance, for it thrust the Ottoman 
Turks out of the obscurity of Khurasan into the prominence of Constantinople and was 
thus ultimately responsible for the destruction of the Byzantine Empire and the dis- 
persion of the Greeks and their treasures into Europe.... And within Asia it brought 
together, first in conflict and then in consultation, Persians and Arabs with Chinese and 
Tibetans, and confronted, on terms of equality which had not existed for five or six 
centuries, the doctors of Islam with Christian monks, Buddhist Lamas, Mongol bakhshis 
or medicine men, and the representatives of other religions and sects” (pp. 441-2). 

It is very important to remember also that from motives of self-interest, and not from 
any respect for art, these ferocious invaders, who massacred wholesale men, women, and 
children of the general population, usually spared the artisans and craftsmen, and thus 
preserved for their own uses the art-traditions of the countries they ravaged and desolated. 
Skilled craftsmen were always the prizes of war, and when an uncivilised race like the 
Mongols triumphed over a highly cultivated one the craftsmen of the defeated became the 
teachers of the victors ; this transplantation into a new soil brought new vigour into art, 
and was the beginning of great developments. When Timur, the ancestor of the Indian 
Mogul dynasty, withdrew his hordes from northerh India in 1398, after ravaging it with 

° 3 77 7 ኔ 
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| fire and sword, he took back with him as captives all the masons who had built the famous 


mosque of Ferozabad, in order that they might build one like it at Samarkand. Thus 

Indian art fulfilled once more its civilising mission, and when two and a half centuries 

| | later Timur 's descendant Shah Jahan was building the famous Taj Mahall at Agra (Plate 

. 07), some of the principal masons were brought from Samarkand—probably descendants 
| of Timur's captives. , 

The important part which craftsmen, more especially oriental craftsmen, have always 
played ih the world’s history as missionaries of civilisation, culture, and religion, is not 
generally recognised by bookmen. Even at the present day the Indian craftsman, 
deeply versed in his Sz/pa-sdstras, learned in folk-lore and in national epic literature, 

though excluded from Indian universities—or rather, on that account—is often more 
highly cultured intellectually and spiritually than the average Indian graduate. In 
medieval times the craftsman’s intellectual influence, being creative and not merely 
assimilative, was at least as great as that of the priest and bookman. The Founder of 

* Christianity was Himself a craftsman, and in those noblest monuments of the Christian 
faith—the Gothic cathedrals of medieval Europe—we can see that the splendid crafts- 
men of the Middle Ages preached and practised a religion like their Master’s, pure and 
undefiled before God, while philosophers and bookmen wrangled over its dogmas. 

It is curious that archeologists, who are so concerned in trying to prove that nearly all 
Indian art was derived from the West, should seem to be only dimly aware of the im- 

ə measurably greater debt whiclt European art and science owe to India, for they very 
rarely dwell upon it, From the time of the break-up of the Roman Empire, and even 
some centuries before, down to the days of the Renaissance, there was flowing into 
Europe a continuous undercurrent of Indian science, philosophy, and art, brought by the 
art-workers of the East. In the nature of things, whet could have been the effect of 
Alexander's raid, or even the more lasting influence of the Greco-Baktrian kingdom, 
compared with that of the successive streams of Asiatic invaders (barbarians, if you will) 
which century after century poured into Europe, bringing with their armies skilled 
craftsmen as engineers and armourers, followed by artisans of every kind, when, as often 
happened, a permanent occupation of a country took place ? 

Even uncultured marauders, like the Huns and Mongols, brought with them non- 
combatant craftsmen to help them in their attacks on walled towns, and to keep their 
fighting equipment in order; so that, while the fighting men of East and West were 
busy cutting throats, the craftsmen of both sides fraternised in a secret freemasonry, 
founded on common artistic interests. ደ 

Indian idealism during the greater part of this time was the dominant note of the art 
of Asia which was thus brought into Europe; and when we find a perfectly Oriental 
atmosphere and strange echoes of Eastern symbolism in the medieval cathedrals of 
Europe, and see their structural growth gradually blossoming with all the exuberance of 
Eastern imagery, it is impossible to avoid the conclusion that Gothic architecture and 
Gothic handicraft owe very much to the absorption, by the bauhütten of Germany and 
um other Western craft-guilds, of Asiatic science and art, brought by the thousands of Asiatic 

r craftsmen who entered Europe in the first millennium of the Christian era; a period 
which in the minds of Europeans is generally a blank because the “Great Powers" were 
then located in Asia instead of in Europe. 

Byzantine art and Gothic art derived their inspiration from the same source—the 

: impact of Asiatic thought upon the civilisation of the Roman Empire. The first shows 

= its effect upon the art of the Greek and Latin races, the other its influence upon the 
| Romanesque art of the Teutonic and Celtic races.° The spirit of Indian idealism breathes 
in the mosaics of St. Mark’s at Venice, just as it shines in the mystic splendours of the 

Gothic cathedrals ; through the delicate tracery of their jewelled windows, filled with the 

stories of saints and martyrs; in all ‘their richly sculptured arches, fairy vaulting, and 
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soaring pinnacles and spires. The Italian Renaissance marks the reversion of Christian 
art to the pagan ideals of Greece, and the capture of art by the bookmen, leading to our 
present dilettantism and archeological views of art. 

When a new inspiration comes into European art it will come again from the East ; 
but what irony there is in the present spectacle of the Christian nations of Europe, in the 
twentieth century, using their influence to paganise the art of Asia ! 

To return to the history of Mogul art—the revival of painting in* Persia under Mogul 
rule was very largely due to the influence of the Chinese schools, which again owed their 
inspiration originally to the great schools of India. In the early centuries of the Christian 
era the traditions of Indian religious art had been brought into Turkestan and China by 
Indian Buddhist missionaries and craftsmen, and by Chinese students taught in Indian 
universities. There they were acclimatised, and by the fusion of Indian idealism with 
the naturalism of the indigenous schools the modern schools of China and Japan originated, 
which are more familiar to European artists and art critics than the art of India, to which 
_they owe so much. 

Under this Indian inspiration Chinese painting had reached by the seventh century 
(which,may be considered as the zenith of pictorial art in India) an extraordinary degree of 
eminence, far surpassing the contemporary art of Europe. Dr, W. Anderson, in his 
great work on Japanese and Chinese painting, says: . 

“There is, perhaps, no section of art that has been so completely misapprehended in 
Europe as the pictorial art of China. For us the Chinese painter, past or present, is but a 
copyist who imitates with laborious and indiscriminating exactness whatever is laid 
before him, rejoices in the display of as many and as brilliant colouts as his subject and 
remuneration will permit, and is only original in the creation of monstrosities. 

“Nothing could be more contrary to fact than this impression. If we omit from 
consideration the work executed for the foreign market—work which every educated 
Chinese would disown—the old Masters of the Middle Kingdom, who as a body united 
grandeur of conception with immense power of execution, cared little for elaboration of 
detail, and except in Buddhist pictures sought their best effects in the simplicity of black 
and white, or in the most subdued chromatic harmonies... . 

“If we endeavdur to compare the pictorial art of China with that of Europe, we must 
carry ourselves back to the days when the former was in its greatness. It may be safely 
asserted that nothing produced by the painters 6f Europe between the seventh and 
thirteenth centuries approaches within measurable distance of the works of the great 
Chinese masters whó gave lustre to the T’ang, Sung, and Yuén dynasties ; nor—to 
draw a little nearer to modern times—is there anything in the religious art of Cimabue 
that would not appear tame and graceless by the side of the Buddhistic compositions of 
Wu-Tao-Tsz’, Li Lung-yen, and Ngan Huru. Down to the end of the Southern Empire 
in A.D. 1279, the Chinese were at the head of the world in the art of painting, as in many 
things besides, and theirnearest rivals were their own pupils, the Japanese.” 

The artists of this new Iranian school of painting, revived by an infusion of Indian art 
traditions naturalised in China, were the court painters of Babur, the first Mogul Emperor 
of India, who thus brought them back to the fountain-head of their art.2 But Mogul 
painting was, unlike Indian, a purely secular school. The general ban of the fine arts 
was not removed even by the Mogul Emperors, and it continued to have full effect so 
far as religious art was concerned. 

Painting as a fine art became a diversion for the Mogul Emperors and their nobles ; 
the artists of the courts of Akbar, Jahangir, and Shah Jahan, both Hindu and Muham- 
madan, were greatly encouraged, in drawing portraits, in illustrating legend and history 
or contemporary life, both in fresco on the walls of palaces and villas and?in exquisite 

* “Pictorial Art in Japan,” vol. ii, p. 262. : 

? This seems to be overstating the case by far, and would be difficult to prove on the basis of stylistic evolution.—P.C. 
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miniature paintings on paper, usually intended for book illustration. But not even 
Akbar, who took a most liberal and enlightened view of art, permitted the representation 
of a human being, or of the Deity, in a mosque or building consecrated to religion. Nor 
did he attempt to revive a school of religious painting. The rule of the Sunna is scru- 
pulously observed in the decoration of the great mosque at Fatehpur-Sikri, where Akbar 
promulgated his new religion, “The Divine Faith.” 

The fresco paintifigs of the Mogul period, like those of Hindu times, have nearly all 
perished, only a few fragments remaining of the decoration of Akbar’s palace at Fatehpur- 
Sikri.! 

Our present knowledge of Mogul painting is almost entirely derived from the pictures, 
nearly always painted on very fine Indian or Chinese paper, which in spite of the delicate 
material have more often survived, as they were frequently carefully preserved in royal 
libraries or in private collections. 

In early Mogul times oil painting was not practised by Indian artists, and it should be 
understood that these pictures by the Mogul court painters were not, as a rule, hung on 
the walls of apartments, or used for decoration, like modern European cabinet pictures. 
The pictures of the Indian chitra-salas were always painted directly on the walls in fresco 
or tempera, but the Indo-Muhammadan paintings were kept like valuable manuscripts, 
and only brought out occasionally to be handed round for discussion and criticism ; 
just as in Japan to-day the painted silk scrolls, called kakemonos, are displayed one at a 
time at a tea-party and afterwards carefully packed away. The refined artistic sense of 
the true Oriental dilettante would be outraged by the hideous jumble of heterogeneous 
agate which we crowd together in modern exhibitions and use to “decorate” our 

ouses. 

The early Mogul paintings, or those dating from the first half of the sixteenth century, 
in the reigns of Babur and Humäyün, are all of the Persian school, which absorbed many 
Central Asian elements. The effect of the Islamic ban on the fine arts is very strongly 
marked in all of them. Muhammadan calligraphists were craftsmen of the highest 
rank, but when they turned to picture-painting and were released from the rule pro- 
hibiting the delineation of the human form they took a long time to shake off the tradition 
of centuries which had confined them to the elaboration of geometric patterns. They 
showed little of the genius of the old Buddhist mural painters for vivid narration, for 
depicting life, buoyant, throbbing, exalted, stirred by passionate spiritual impulses. 
They had an intense delight in the beauty of a tree or flower, and an unerring intuitive 
feeling for decorative fitness, but no interest in humanity as a revelation of life. They 
continued to regard a human figure or crowd with the eye of a geometrical designer, only 
as a pattern giving opportunities for delightful colour harmonies and intricate combina- 
tions of lines. Somewhat in the manner of the modern cubist, only without self-con- 
sciousness and aggressiveness, Indo-Muhammadan calligraphists reduced pictorial art to 
a geometric formula. 

The contact of Persia with China and to a certain extent with Europe gradually helped 
the Muhammadan calligraphers to bring more life into their pictorial efforts, and about 
the end of the fifteenth century a famous painter Bihzad, at the court of Sultan Husain of 
Khurasan, founded a rew school distinguished by minute finish and careful observation 

of nature, especially of animal life. It was from this school that Babur and Humäyün, 
the two first Mogul emperors of India, drew most of their court painters. 

Nevertheless the gulf which separated them frem the early Indian schools of mural 
painting was very wide. A comparison of a painting by Shapur of Khurasan, who 
was probably attached to Humäyün’s court, with the Ajanta and Bagh paintings, will 
show what a world of difference there was between the outlook of the Muhammadan 

1 The most interesting of these is a full-length portrait of a lady, painted on a panel inside the building known as 
*Mariam's House,” probably the residence of Mariam Zamani, the mother of Jahangir. 


A. Unfinished painting showing the initial stages of a painter's work. Pahari School (Kargra), late 18th century A.D. 
(National Museum of India, New Delhi). 


a 
B. Meeting between Rama and Bharata. Page 
from a Ms. of the Ramayana. Muhal School, 
A.D. 1600 (Prince of Wales Museum, Bombay). 
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(Lady M. D. Scott-Moncrieff's Collection). 
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artist-scribe and that of the Buddhist mural painter. Shapur’s picture (Plate 50), now 
in the Calcutta Art Gallery, is dated 15341 and represents a nautch party at the court of 
Muhammad Tuglak—a somewhat similar scene to that depicted on the walls of Bagh ten 
or eleven centuries earlier. Shapur draws his group diagrammatically on a rich gold 
background with the neatness and precision of an accomplished scribe, making delicious 
colour harmonies with a pale blue carpet and the orange, green, lilac, and lemon coloured 
costumes, but the figures, though well-spaced for decorative effect, seem like puppets 
pulled by strings compared with the intensely alive and human group of Indian minstrels 
and dancers at Bagh. 

It was not until the time of Akbar and of his son Jahangir that the Mogul court painters 
of India began to throw off the stiffness and formality of the old tradition, and to draw 
fresh inspiration from the study of nature which the Muhammadan law, as interpreted 
by the Caliphs, had denied them. 

The new departure was due partly, perhaps, to the influence of the Hindu painters 
employed at the Mogul court, but we need not assume from Abul Fazl's admiration for 
their art that Hindu painting in the sixteenth century retained the freshness and vitality 
of the Ajantà school or that the renaissance of art under the Mogul Emperors achieved 
results at all comparable with the sculpture and painting of pre-Muhammadan times. 
Judging from the works of Akbar’s Hindu painters which have come down to us, it 
would seem that Indian painting, like Indian poetry, had become intensely formal and 
mtualistic. The Hindus were generally more proficient im drawing the human figure, but 
both Hindu and Muhammadan artists seemed to be cramped by the Islamic tradition, 
thinking more of the geometric pattern of the picture, as providing the framework for 
their brilliant colour-schemes, than of the representation of animate things. 

Abul Fazl, Akbar’s Prime Minister and devout admirer, records in the courtly language 
of the Ain-i-Akbari the Emperor’s practical interest in the fine arts and the prejudices 
of the orthodox Musalman : 

a I have to notice that the observing of the figures of objects and the making of likenesses 
of them are, for a well-regulated mind, a seurce of wisdom, and an antidote against the 
poison of ignorange. Bigoted followers of the letter of the law are hostile to the art of 
painting, but their eyes now see the truth. 

“One day, at a private party of friends, His Majesty, who had conferred on several the 
pleasure of drawing near him, remarked : ‘There are many that hate painting, but such 
men I dislike. It appears to me as if a painter had quite peculiar means of recognising 
God, for a painter, in sketching anything that has life, and in devising the limbs one 
after another, must come to feel that he cannot bestow personality upon his work, and is 
thus forced to thank God the Giver of Life, and will thus increase his knowledge.’ 

“Akbar,” says Abul Fazl, “had from his earliest youth showna great interest in painting, 
and given it every encouragement, regarding it both as a means of study and as an amuse- 
ment. 

“The works of all painters are weekly laid before His Majesty by the Darogahs and the 
clerks ; he then confers rewards according to excellence of workmanship, or increases the 
monthly salaries. Much progress was made in commodities required by painters, and 
the correct prices of such articles carefully ascertained. The mixture of colour has 
especially been improved. The pictures thus received a hitherto unknown finish. ፤ 

“Most excellent painters are now to be found and masterpieces worthy of a Bihzad 
may be placed at the side of the wonderful works of the European painters who have 
attained worldwide fame. The minuteness in detail, the general finish, the boldness of 
execution, etc., now observed in pictures are incomparable; even inanimate objects 

1 It is impossible for Pl. 50 to be dated a.D. 1534. Itis without a doubt an example.of Mughal painting of the late 
18th Century and not earlier. Inscriptions on Indian paintings should be critically studied before they areaccepted as 
Benuine or the critic is likely to fall into serious errors.—P.C. 
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look as if they had life. More than a hundred painters have become famous masters of 
the art, while the number of those who approach perfection, or those who are middling, 
is very large. This is especially true of the Hindus : their pictures surpass our conception 
of things. Few indeed in the whole world are found equal to them. i 

“The number of masterpieces of painting increased with the encouragement given to 
the art. Persian books, both prose and poetry, were ornamented with pictures, and a 
very large number of paintings were thus collected. The story of Hamzah was rep- 
resented in twelve volumes, and clever painters made the most astonishing illustrations 
for no less than one thousand and four hundred passages of the story. The ‘Chingiz- 
z namah, the ‘Zafar-nameh,’ this book, the ‘Razm-nameh,’ the ‘Ramayan,’ the ‘Nal 

=. Daman,’ the‘ Kalilah Damnah,’ the‘ Ayar Damsh,’ etc., were all illustrated. 

“His Majesty himself sat for his likeness,* and also ordered to have the likenesses taken 
of all the grandees of the realm. An immense album was thus formed ; those that have 
passed away have received a new life, and those that are still alive have immortality 
promised them.’ š 

Abul Fazl gives a list of the celebrated painters of the Court. He singles out four for 
2 special mention : > 

“Mir Sayyid Ali, of Tabriz.” [Translator's note : '' Better known as a poet, under the 
name of Juddi. He illuminated the story of Amir Hamzah, mentioned above.””] 
“Kwajah Abduccamad, styled Shiringalam, or ‘Sweet Pen.” He comes from Shiraz. 
ə  Daswanth. He is the son of a palkee-bearer. He devoted his whole life to the art, 
and used, from love to his profession, to draw and paint figures even on walls. One day 
> the eye of His Majesty fell on him ; his talent was discovered, and he himself handed over 
to the Kwäjah. In a short time he surpassed all painters and became the first master 
of the age. Unfortunately the light of his talents was-dimmed by the shadow of mad- 
ness. He committed suicide. He has left many masterpieces. 


` 


g- “Basawan. In backgrounding, drawing of features, distribution of colours, portrait- 
L. painting, and Several other branches, he is most excellent. So much so that many 
critics prefer him to Daswanth.”’ A 


The following thirteen painters are also mentioned as being famous ; 

Kesu, 281, Mukund, Mushkin, Farrukh the Oalmaq, (Plate 51C) Mädhü, Jagan, Mohesh, 
K’hemkaran, Tara, Sanwlah, Haribans, Ram. 

A considerable number of the works of these painters are still in existence, and in the 
last twenty years have emerged from obscurity and furnished materials for many learned 
critical studies which have done much to create an interest in Indian art, at least as a 
es cult for the connoisseur, if not in a deeper sense. It is impossible here to enter into all 

| the technical details which are of such absorbing interest for the collector.? 

> Akbar was certainly something more than a connoisseur. He approached art in a 
religious spirit and with a profound view of statesmanship, regarding it as a spiritual 
force which makes for peace, reconciliation, and enlightenment. The early works of his 
= court painters, such as the illustrations of the story of Amir Hamzah and of the Akbar- 
— —naàma, exhibit a patchwork of all the contemporary calligraphic styles, Persian, Central 
_ Asian, Chinese, and Indian, the predominant tendency being towards fine pattern- 
making, more suggestive of Chinese cloisonné enamel and faience than of pictorial art, 

6 it is understood in Europe. Akbar's aim apparently was to create a new synthesis of 

art out of all the heterogeneous racial elements which were gathered in his court in the 


ዶ š 2 . 
. portrait of Akbar, bearing Jahangir's seal, formerly in the Calcutta Art Gallery, is now in the Victoria Memorial 


ራ 
ochmanızs translation, vol. i, pp. 107 et seq. 
iscussion of Mughal painting during the period of Akbar, see Emmy Wellez, Akbar 's Religious Thought 
ndon, 1952. The finest discussion of Mughal painting is still to,be found in Stchou- 
929.—P.C. > Š 4 
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Snake-charmer. Rajasthani School (Bundi), c. 1760 A.D. This is a study from the everyday life of 

the people—the snake-charmer playing his pipe before the snake that has raised its hood. The atten- 

dant mangooses its nearby, ready for the traditional snake-mongoose fight. On tht left are three 
lovely girls watching the performance while Sri Krishna watches from the balcony above. 


(Courtesy, Prince of Wales Museumsof Western India, Bombay) 
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same way as he sought to unite all the religious elements in his imperial Order, the Din-i- 
Nahi; his method being to bring out individual talent by the spur of competition under 
his own eye. Eventually a definite Mogul style which was really Indian evolved out of 
this clash of racial esthetics, but, as Dr. Heinrich Gluck remarks in his sumptuous volume 
on the Hamzah series in the Vienna Museum of Art and Industry, painting under Akbar 
and his successors ` 

“became a thing which was specially perfected in certain departments, e.g. portraiture and 
group-portraiture, but which invariably remained confined to the court and to which 
somehow the character of the conscious and of something artificially produced ever 
clings. For it is true that at a later period this art also came, here and there, into touch 
with popular sources, but very much as an eccentric wealthy man surrounds himself 
with a collection of popular objects. This art was not produced out of the unconscious 
popular spirit, out of the crystallisation of this spirit in a dominant will, and therefore 
could not flow back into it." 

Yet it must be remembered that Akbar’s personal influence extended over almost the ' 
whole range of art and must not be reckoned solely by the works of his court painters. 
He was a great builder, and the numerous state-workshops which he established and 
supervised with his indefatigable energy were admirable schools of arts and crafts. But 
Akbar's reign was a period of transition and reconstfuction, and his influence upon the 
art of his time was most apparent after his death. 

° Jahangir, Akbar’s intemperate son (1605-28), inherfted few of his father’s higher 
qualities, but was equally devoted to the fine arts. His memoirs contain many evi- 
dences of the keen personal, even affectionate, interest which he took in his court painters 
and their work. He treated them as intimate friends and frequently bestowed upon 
them the highest distinctions. -Jahangir himself tells us that he raised Sherif Khan, the 
son of Abdul Hamad—one of Akbar’s portrait-painters—who had grown up with him 
from infancy and upon whom, while heir-apparent, he had conferred the title of Khan, 
tothe position of premier grandee of the empire. 

In the thirteenth year of his reign the memoirs record : 

“This day Abul Hasan, a painter who bore the name of Nadiru-Zaman, drew a picture 
of my court and presented it to me. He had attached it as a frontispiece to the‘ Jahangir- 
nama.’ Asit was well worthy of praise, I loaded him with great favours. If the celebra- 
ted Abul Hai and Bihzàd were alive they would do him full justice for his exalted taste 
in painting. ° 

“His father, Aka-Raza, was always with me when I was a prince and his son was born 
in my household. However, the son is far superior to his father. I gave him a good 
education, till he became one of the most distinguished men of the age. The portraits 
furnished by him are beautiful. 

“Mansür is also a master of the art of drawing and he has the title of Nàdiru-l-Ash. 
In the time of my father and my own there have been none to compare with these two 
artists." 

Neither Abul Hasan nor Mansür is mentioned in Abul Fazl's list. They came into 
prominence in the later period of Akbar's reign. Mansür is chiefly known for his wonderful 
studies of bird life, which are noticed further on, but he was alsó one of the best of the 
Mogul portrait-painters. 

Jahangir prides himself on his ability as a connoisseur and alludes to the practice of 

. dividing the work of painting a picture between several artists»: 

“I am very fond of pictures, and have such a discrimination in judging them that I 
can tell the name of the artist, whether living or dead. If there are seveyal portraits 
(in the same picture) painted by several artists I could point opt the painter of each. 
Even if one portrait were finished by several painters I could mention the names of those 

1 Translated in “Rüpam,” No. 29, Jan. 1927. 
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who had drawn the different portions of that single picture. In fact I could declare 
ኻ without fail by whom the brow and ከሃ whom the eyelashes were drawn, or if anyone 
፡ had touched up the portrait after it was drawn by the first painter." 
When his zoological collection was enriched by a number of rare birds and animals 
from Goa he ordered paintings to be made from them, and observes : 
‘ The Emperor Babur has in his memoirs given an able description and pictured rep- 
resentation of several animals ; but it is most probable that he never ordered the painters 

እ to draw them from the life.” 

= It was, no doubt, the practice of drawing from the living model, enjoined by Akbar and 

Jahängir on their painter-calligraphists, which led to the very remarkable achievements in 

portraiture and direct representation of animal life of the best artists of Jahängir and 

Shah Jahän. This practice and the division of labour in making up a picture to which 

Jahängir alludes may also account for the disjointed design of many of the Mogul paint- 

ings. The miniature painters of the Mogul School painted as exquisitely as the petits 

mattres of Europe, but they cannot be put in the same class as the great masters of Ajanta 

and Bagh, who followed their own traditions and were not under dilettante dictation. 

E. | The painters of the Hindu School, whose superiority as artists impressed Abul l'azl so 

strongly, did not take “drawing from the life" in the same sense as the modern European 

academician. It did not mean that the student sat down in front of his model and rep- 

roduced as closely as possible the reflection of it on the retina of his own eyes ; but that 

» after the most careful observation he went away to record his mental impression of 11, 

returning occasionally, if necessary, to refresh his memory. In this way the artist’s 

memory and powers of observation were developed to an extraordinary degree, as we 
can see in the wonderful memory paintings of the Ajanta and Bagh viharas. 

An amusing passage in the memoirs of Sir Thomas Roe, who was sent by James I to the 
Court of the Great Mogul in the interests of the East India Company, is concerned with 
Jahängir’s pride in the technical skill of his painters. The directors of the Company 
knowing what were the most acceptable presents at the Mogul Court had sent some pictures 
with the ambassador: they had previously sent out portraits of James and his Queen, 
Anne of Denmark, as well as one of Sir Thomas Smyth, Governor of the Company, which 
was much prized by Jahangir as his painters, so it was said, confessed their inability to 
imitate it. : 

Finding that Jahángir was more pleased with pictures than with anything else, Roe 
presented him with one of his own : ' 

“A Pickture of a friend of myne that I esteemed very much, and was for Curiositye 
rare, which I would give his Maiestie as a present, seeing hee so much affected that art ; 
assuring myselfe he never saw any equall to it, neyther was anything more esteemed of 
mee." 

e This was a painting by Isaac Oliver, the English miniaturist. 

= Jahangir was delighted with the picture, but offered to bet with the ambassador that 

his own painters would make a copy of it which Roe could not distinguish from the original. 

E After some diplomatic fencing, Roe, who had formed a very poor opinion of Indian 
" artists, agreed to “lay a good horse" with the Minister, Asaph Khan ; but the latter, he 

oted in his diary, “recanted in Priuat.” 
ome weeks afterwards the ambassador was summoned to the Durbar and was first 
sd by Jahangir what he would give the painter if his copy fulfilled the terms of the 


inter's reward—50 rupees,” said Sir Thomas, rather contemptuously. Jahangir 

is was insufficient, for his painter was “a Cauallero"—a gentleman. The 

roduced, were five in number, pasted together with the original “on one 

o like that Roe was— ^ | 

ıdlelight troubled to discerne which was which; I confess beyond all expecta- 
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Imarusataka. School of Malwa, c. 1680 A D. The love lyrics 
and sensuoysness. Under a Pavilion the 
ant is trying go persuade her not to do so. 
arefully depicted details of the 


Ehe Heroiae Garlanding the Hero. A leaf frop the. 
of the Amarusataka are famous in Sanskrit literature tor their diction 
of ehe hero, while her attend 


herein : 
leroine is putting a garland round the neck 
ground, the coPourful architecture and the c 
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. . The brilliant colour patches in the backg 
O costumes and the ornaments are typical of the School of Malwa. 
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tion ; yet I showed myne owne and the differences which were in arte apparent, but not 
to be judged by a common eye. But for that at first sight I knew it not, hee [Jahangir] 
was very merry and joyfull, and craked like a Northern man.” 

Jahangir again exultingly insisted upon knowing what reward Roe would give to his 
painter, and refusing a gift of money, finally settled that for one of the copies which 
Jahangir gave, the artist should choose one of the English “toyes” Roe had brought with 
him. 

Though the test imposed by Jahangir was one of ordinary technical skill and not very 
convincing, there is no doubt that there were many distinguished artists among his court 
painters. The subtle refinement of the Indian miniaturist’s art was evidently lost upon 
Roe, and the more obvious realism of European painting appealed to him, just as it does 
to “a common eye” in India to-day. 

It is interesting to note that about this time one of the greatest of European artists, 
Rembrandt, was making use of Indian miniature paintings in his work. Among Rem- 
brandt’s pen-and-ink studies collected in the British Museum a number have been identi- ~ 
fied as copies or adaptations of Indian miniatures, and it has been shown that from them 
chiefly Rembrandt derived the atmosphere for his Biblical subjects. 

Professor Sarre, in his monograph on the subject,! compares reproductions of the 
original Mogul miniatures with Rembrandt’s pen-and-ink sketches. The British Museum 
possesses a drawing by Rembrandt copied from a Mogul miniature of “ Akbar (?)? on his 

^"Ihrone," now in the Ethnographic Museum, Berlin. “The latter has also an original. 
Mogul painting of an “Indian Prince on Horseback,” of which Rembrandt’s copy 15 in 
the British Museum. The Louvre has another study by him of “Timur on his Throne,” 
copied, with a few variations, from an Indian miniature now in Berlin. 

It appears that in 1631 Rembrandt resided at Amsterdam, then the headquarters of the 
Dutch East India Company. In 1642 he painted the portrait of Abraham Wilmerdonks, 
a Director of the Company, who had a considerable oriental collection. 

o Rembrandt himself collected oriental costumes, wood-carving, and paintings. In the 
inventory of his effects made after his bankruptcy in 1656, there is an entry of “a book of 
curious miniature drawings," which may have been the Mogul miniatures from which he 
made his studies. 

Professor Sarre is doubtless right in pointing out,that, though Rembrandt made use of 
these miniatures for the oriental accessories of his pictures, it cannot be said that his art 
was influenced by them in a deeper sense. European critics do not always show such 
discernment when they discover Indian artists borrowing Western details for their own 
use. 

Both Akbar and Jahangir admired the realism of the European paintings which were 
brought to them as presents. They had them copied and hung them on the walls of their 
palaces as modern Indian Princes do. The best Mogul painters used them in their original 
work in the same way as Rembrandt and many Italian masters used oriental material, 
not imitatively but artistically. Indian art thus preserved the intrinsic qualities which 
give it value and interest to Western artists. When it loses its Indianness it loses every- 
thing. 

The middle of Shah Jahàn's reign (1628-58) may be said to mark the zenith of the 
Mogul Court painters’ art, though there is no record of such intimate personal relations 
between the Emperor and his artists as that which Jahangir has given us. The unhappy 
Dara Shikoh, Shah Jahan’s eldest son, has left a token of his personal interest in painting 
in the album which is now one of the historic treasures of the India Office Library. It is 
dedicated to his cousin and favourite wife, “his nearest and dearest friend, the Lady 
Nadirah Begum,” in the year 1051 A.H. (A.D. 1641-2). Her tragic fate, seventeen years 


1 “Jahrbuch den Kön. Preuszischen Kunst Sammlungen,” xxv, Berlin, 1904. ° 
2 Mr. G. P. Rouffaer has pointed out that this is Jahangir. 
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later, i told by Tavernier. She died of heat and thirst in the deserts of Sind, while 
following her husband in his flight from the victorious forces of Aurangzib. Dara Shikoh 
himself, distraught with grief, was betrayed into his brother's hands shortly afterwards 
in prison. 
Story lends a pathetic interest to the fine portrait of the Prince as a youth 
eloved's picture (Plate 57), now in the Victoria Memorial Collection, Cal- 
11 be noticed later on. 


UC 


/ 


° 
Study of a Woman by Govardhana. Schoolof Jahangir. The brush work is very fine, 
the colour scheme sumptuous and the treatment of the hands sensitive. The face 


of the figure is beautiful and full of charm. This miniature is altogether a dainty 
specimen of the Mughal art at its zenith. 


ይ 
(From Studies in Indian Painting by N. C. Mehta) 
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CHAPTER XII 
TYPICAL INDIAN MINIATURE PAINTINGS 


THERE were, as Abul Fazl indicates, two formative elements in the school of painting 
established by Akbar, one which was mainly foreign, derived from the different Islamic 
schools of book-illustration and calligraphy, the other indigenous and Hindu, which must 
also be taken as a general term for Indian art, derived from folk-traditions and from the 
ancient schools of mural painting.* In course of time the two amalgamated and formed a 
distinct school, called Mogul to distinguish it both from the foreign schools and from 


the contemporary Hindu and Jain schools which had an independent existence. ፡ 


: The nucleus of the school was formed by the foreigners brought into India by Babur and 
Humäyün, but under Akbar the Hindu element became the strongest both in numbers 
and as a creative force, for the Indian painters had an age-long tradition of art-practice 
behind them closely bound up with religious and social life and only fettered by puri- 
tanical restrictions when they were obliged to consider the feelings of their Muslim rulers. 
Yet the indigenous schools must have suffered much front the disrepute in which pictorial a 
art was held by Muhammadan orthodoxy and by the strict enforcement of the law of 
Islam in the previous centuries. A Hindu who wished to avoid offence to his Musalman 
neighbours, or to cultivate their friendship, would not care to decorate the walls of his 
guest-chamber with paintings banned by the law of Islam. But he could indulge his 
personal taste and that of his Hindu friends secretly with the art of the miniature painter. 

Abul Fazl only makes a passing allusion to wall-painting. Like every strict Muham- 
madan he valued calligraphy as a finer art than that of the picture-painter and not suspect 
as irreligious. “The letter, a magical power, is spiritual geometry, emanating from the 
pen of invention ; a heavenly writ from the hand of fate." There were eight calligraphical 
systems recognised in the Muhammadan world. In China writing and drawing have been 
recognised as sister arts from the days of the legendary monarch Fa-hi in the third mil- 
lennium B.c. who is said to have made drawing one of the six branches of calligraphy. 

The character of the handwriting to which he was accustomed naturally influenced 
greatly the style of the artist'sdrawing. The great variety of the strokes in Chinese and 
Japanese ideographs has given an immense fluency and variety to the brush-outlines of the 
artists of those countries: in Japan ten different styles of line-drawing are recognised, 
each style representing a special character or mode of expression. The Indo-Persian 
scribe, on the other hand, used a reed-pen in writing and as a miniature painter his line 
acquired thereby more uniformity and regularity, the precision of a medallist rather than 
the fluency of the habitual brush-writer. Owing to the generally small scale of the Mogul 
drawings it was a line of wonderful delicacy, though the rhythmic flow of the Ajanta 


1 Various opinions are held on the existence of a Hindu school previous to the Mughal school, and different from the 
Jaina school. Some authors hold that this was not the case, at least as far as Rajasthan is concerned, while others hold 
a contrary view. Recently discovered documents of painting including the Mandu Kalpasutra of A.D. 1439, the 
Jaunpur Kalpasutra of A.D. 1465 (Plate 75C and D), the Niamat Namah of the early 16th century, probably done at 
Mandu in Malwa and published by Robert Skelton in Marg, 1959, the Adipurara Ms of A.D. 1540 done at Palam 
near Delhi, the Lor-Chanda set of the Prince of Wales Museum of Western India, to be shortly published in a monograph 
by Moti Chandra and Karl Khandalavala, a set illustrating the Mrigavati in the Bharat Kala Bhavan, Banaras, and 
paintings done in the style of the “Laur Chanda” and “Chaurapanchasika” group (see Karl Khan@alavala, “A Gita 
Govinda Series in the Prince of Wales Museum,” Bulletin of the Prince of Wales Museum, No. 4, 1953-54, pp. 1-18) 
would indicate thg existence of a style different from that ofthe Mughal and Jaina styles in Northern-India, in the 
general area of Malwa and Uttar Pradesh. See Appendix II —P.C. 
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— brush-lines, controlled by the arm and wrist rather than by the fingers, is generally 
wanting. The Ajanta technique is more apparent in the drawings of Hindu artists, 
who practised both fresco and miniature painting and did not specialise in calligraphy. 
— As they had the predominating influence at the Mogul Court the stiffness and conven- 
tionality of the early school of Akbar gradually disappears, though the calligraphic style 
- left its mark on the character of most Mogul painting. 

t> Indian connoisseurs distinguish the various styles of draughtsmanship which developed 
in different localities or different families of painters by the term kalam, pen or brush— 
the lines being drawn with a fine brush usually made from the hairs of a squirrel’s tail. 

A preliminary outline sketch was made in Indian red, used without gum so that when dry 
the colour could be brushed away, leaving a very faint indication of the drawing (Plate 
53A). The finished line was then drawn with lamp-black, specially prepared by burning a 
camphorated cotton wick in a mustard-oil lamp. Sometimes the drawing was delicately 
shaded, and some of the details heightened with gold or tinted. Theartists prided them- 
~ selves on the fineness of their brushes, and the test of supreme skill was to finish the 

detail with an ek bal kalam, a one-haired brush, which seems to have been used for micros- 

copic stippling as well as for the finest lines. ! 

The illustrations will-give some idea of the great distinction, delicacy, and charm of the 
best Mogul court painters’ brush-drawing. With all the sincerity, truthfulness, and 
perfect finish of the old Dutch and Flemish masters, these Indian drawings have a subtlety 

and sensitiveness of their own súggestive of the songs of Hafiz and Omar Khayyam and of 
the music of the ving to which the dilettante of the Mogul Court listened as the portraits 
— passed from hand to hand. Sometimes delicately shaded and embellished with discreet 
— touches of gold, they are completely satisfying as works of art, the strength and sureness 
of the brush-lines giving them then the precision of fine sculpture. 
_ Plate 54 shows two admirable brush-line studies by an unknown artist of two of Shah 
Jahän’s courtiers, Mirza Sultan Nazir (left) and Afzal Khan, from Lady Scott-Moncrieff’s 
— collection. A more highly finished drawing shaded and embellished with gold, reproduced 
in Plate 55A, bears the inscription in Persian, Prince Murad, son of Shah Jahan, on the 
= elephant Iqbal, drawn by Ghulam, 1030 A.H. (A.D. 1621)." Interest is concentrated on the 
— great elephant, which has evidently become unruly, as he is flourishing the mahout's 
road in his trunk and trumpeting with rage. The Prince has climbed on his back to take 
mahout's place while the latter, or one of the attendants, is chaining the elephant's 
_ The excited action of the great beast is splendidly given, while the vigour of the 
tion is not less striking than the finished techniqne, both in the drawing of the 
phants and in the careful study of the banyan-tree behind. 


"great historical personages, and such portrait types, more or 
down in the artist's families from one generation to another 


hal Painting, Lucknow, 1949, for an exhaustive exposition of the technique and 


ሥ 


` 9 ን 
| 
a e 
. 
. 
C 
° 
° . 
2e 
= 
= 
3 
O 
= 
= . 
= 
> => € 
E ኤ/ 
xv. Uy 
e or = C 
ወ. a * Š 
0,9 5 > = ሀ 
-/ e = 
em E E 
ወ' ጋ Š 
-ርርኃ S 
o. ኤን ;= 
ሠ» = ሠ = > 
2 = 
= ç? e = n* 
. em E 
o, e ማዳ 'ዓ oe a 
OS ? አ ‘> ÉS "S 
Sj = [7 
° ን. — A e 
t S 
= C» = E 
= 
5 
LJ 
ty E 
o 
> = 
= Š 
u, 
= 
° e 
= e 
ሀ) 
1 e © 
i 
A 
° 
o 
= 
i 
he 
ይ . 
° 
° © 


^ 


e 
CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 


e 


85 ALVId 


(£pquiog tunasan ያሆ / AT ‘48u02 
GV SIQI qos jeysny  '509542 
i 
| 
| , 
Í ሀ 
=) 
£ 
| 2 
| E 
D 
c 
= 
M o 
f e 
eo 
0) 
| 2 
ይ 
፡ o 
: D 
E 8 
| a 5 
i . Ë ER 
S 
| E 
t 2 
o 
x e * = 
š | ^ = 
፻ a š 
. 
I I 
* e t£ 
j ሯ 
| 2. 
= 
` < ፎ 
=) 
| | : 
© | ees 
: ç] 
e S 
Y °3 
| : 
=] 
| ወ 
| : 
d [9] 
| | 9 
T 
I 
Ha 
É 
p E 
š 
x ur ር 
9 C 
A ‘ 
x ç š 


Two Saras, by Ustad Mansür. (From the original in the Victoria and Albert Museum, Loydon). 
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The dignified old poet of Shah Jahan’s Court, with a face so strong and full of character, 
might very well have posed for the adventurous Sa‘di, whose sonnets often served as 
decoration on the illuminated mounts which framed the Mogul miniatures so exquisitely. 
When the great masters of calligraphy thus collaborated with the miniature painters the | 
taste of the Mogul connoisseur who gave the frame a higher value than the picture is B. 
sometimes hardly to be criticised. The mounts of Jahangir’s miniatures are often em- 4 
bellished with admirably designed floral patterns, in which may be seen the original 
suggestions for the pietra-dura decoration of the Taj, wrongly attributed by Anglo- 
Indian tradition to the French adventurer at Shah Jahan’s Court, Austin de Bordeaux. 

Calligraphy, however, must be treated as outside the scope of this book, except as an 
influence bearing on the art of the Mogul miniature painter. In Bichitr’s drawing, P 
moreover, the artist has the field to himself, for the mount is a simple one, discreetly E 
splashed with gold. The strength and thoroughness of his draughtsmanship can only "` ss 
be appreciated by examining the original with a magnifying glass. ES 

Portraiture and brilliant court ceremonials were the subjects of most of the Mogul- 
miniature paintings. The Padshah and his favourite generals and courtiers were drawn br 
and painted, singly and in groups, assembled in Durbar, in shooting or hawking parties, 
sometimes in battles or sieges. The illustrations to the Akbar-nama give vivid impres- 
sions of the great Emperor’s manifold activities, but are more interesting as historical 
documents than as works of art. A rigid code of etiquette prevents the artist from 

> penetrating deeply the human side of Mogul Court life. “Religious subjects are studiously. ` 
avoided, except for a formal visit to a sacred shrine, or an interview with a Muslim saint. 

Restricted to a very limited range of ceremonial poses, nearly always in profile, the j 
court portrait-painters could yet show their high capacity as delineators of character, 58 E 
while they revelled in delicate finish and in gem-like combinations of colour, which gave የየ 
currency to the legend that they used precious stones as pigments. The best Mogul __ 
miniatures, therefore, have a high aesthetic value, apart from their historical importance, _ 
in spite of the artificial atmosphere in which the artists lived. NA. 

The portrait on Plate 56A of Sultan Muhammad Kutb Shah of Golconda, by Mir H: 
shim, one of Shah Jahàn's court painters, might be taken to represent the acme of ek 
gance and distinction attained in Mogul painted portraiture. In the fine sensitive dra: 
of the head and hands Mir Hashim shows himself Bichitr's equal. Like the latter ከይ 
got entirely free from the somewhat tiresome mannerisms of the calligraphic sch 
while retaining its cameo-like precision and delicacy of finish. The conventional pi 
pose is made natural and unaffected, the perpendicular lines of the long sword and. 
fall of the brocaded edges of the Sultan's muslin shawl giving it a statuesque di 
The pearly hues of the white drapery, faultlessly rendered, are set off by sparklin 
trasts of emerald, ruby, gold, and jade. Other Mogul portraits may show a more 
tuous palette and subtler gradations of colour, but few have the brilliancy and c 
of this little gem of Mogul art. It seems to suggest a wall painting in miniature, and: 
mural decoration, life-size, it would have been a noble ornament for the Sultan's palace 

Jahangir was as fond of decorating the walls of his summer-palaces with 
especially portraits, as the old Hindu rulers had been. We occasionally get dii 
dence of the art of the c/utra-sala in Mogul times in large-scale portraits drawn o 
on paper. An exceptionally fine example is the painting reproduced in Plate 57, à 
gives a very sympathetic presentment of Dara Shikoh as a youth, by an unknown 
The Prince is painted quarter-length, standing within one of the white marble bale 
of the Delhi Palace, holding in his hand a portrait of “his nearest and de 
the Lady Nàdirah Begum. Rich colour contrasts are obtained by an etie 
silken purdahs and awnings, but the pzetra-dura decoration of the architec 
is rather weak and over-elaborated. The portrait itself, drawn with great 
feeling, and delicately modelled in the manner of the later Ajantà School 


s ° $ 


. ° E 
bi ^ ° 9 * ES 
4 . 
^ a " 
^ De — 
. ME 
CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA ` "x 


^ 
° ; መበስ 


ee “ሃመር ፍሪ... “ ቼው በውም ያዋ E UU 


90 ; INDIAN SCULPTURE AND PAINTING 


insight into the temperament of the high-minded but headstrong Prince. The melan- 
choly mood of a lover or a foreboding of the tragic end of the devoted couple is reflected 
on his refined but rather effeminate features. 
A remarkable but less sympathetic portrait of Dara Shikoh in later life, on a still larger 
scale, is given by Mr. Percy Brown in his “Indian Painting under the Mughals," Plate 
XXIX. It 15 by Hunhar, a very able Hindu artist, c. 1650. 
Ustad Mansür, upon whom Jahangir bestowed the title of “Wonder of the Age,” was 
one of the most famous of the Mogul portrait-painters, though comparison of his known 
works with those of Bichitr and Mir Hashim is hardly to his advantage. The Wantage 
Collection at the Victoria and Albert Museum has a portrait by him of Khwaja Kalan 
Beg which gives the impression of being an excellent likeness of an obsequious old courtier, 
bordering on senile decay, but it lacks the freshness of Bichitr’s and Mir Hashim’s tech- 
nique, and the elaborate stippling of the drapery, in imitation perhaps of European 
E miniatures, is rather overdone.! 
^ Mansür's claim to distinction rests rather upon his admirable portraiture of birds and 
animals. The atmosphere of the court under Jahangir and Shah Jahan was too materia- 
listic to produce devout lovers of nature like the Chinese and Japanese, or the Indian 7 
j Buddhist painters. Mansür, Manohar, and others were only permitted to study birds 
p. and animals as zoological ornamerrts of the Mogul Court, posing for their portraits as 
the Padshah’s protégés, never whirling in flight across the heavens or enjoying the freedom 
-of the forest. 2 e 
Not that Jahangir himself did not feel delight in the beauties of nature: his memoirs 
give sufficient proof of his keen artistic temperament. But he lacked the sincere religious 
feeling of his father, and was too self-centred to inspire great art. Yet within the limita- s 
tions imposed by the environment in which they were produced the studies of bird and 
animal life by Mansür and Manohar are unsurpassed for scientific exactness and superb 
craftsmanship. 
Jahangir mentions the occasion which led him to give orders for a series of paintings 
from his zoological collection to adorn the pages of the Jahángiri-náma. Mukarrah 
Khan in the seventh year of his reign had been sent on a mission to Goa, and returned 
with some rare birds and animals which Jahangir had never seen before. Among them 
was a turkey-cock, of which Jahangir gives a graphic description : 
: “One of the birds resembled a peahen, but was a little larger in size, though less than a 
peacock. When he was desirous of pairing he used to spread his tail and feathers and 
danced about like a peacock. His beak and feet resembled those of a barn-door fowl. 
His head, neck, and throat changed their colour every minute, and when anxious to A 
pair he became a perfect red and seemed to be a beautiful piece of coral. After sometime 
he was as white as cotton, and sometimes he got as blue as a turquoise, and in short 
turned all colours, like a chameleon. The piece of flesh which is attached to his head 
looks like the comb of a cock. But the curious part of it was that that piece of flesh, 
when he was about to pair, hung down a span long, like the trunk of an elephant, and 
when again restored to its position it was erected over the head to the height of two | 
— fingers. The part round his eyes remained constantly of a blue colour, and was never 
—— subject to change, which was not the case with his wings, which were always changing 
. their colour, contrary to those of a peacock.’’? 
.”" ከበ turkey-cock is the subject of one of Mansür’s best studies (Plate 58A), now in the 
= co lection of the Calcutta Art Gallery. It bears the imperial seal and is mounted on a 


Sia 


ie Wantage Collection of the Victoria and Albert Museum, London, contains a number of paintings that are not r 
belorig to the late 18th century. The portrait of Khwaja Kalan Beg is not an original work by Mansur, but 

the stippling referred to by Havell being a late characteristic. Fora discussion of this problem, see Moti 

nique of Mughal Painting, pp. 80-84.—P.C, 2 
, “History of India,” vol. vi, pp. 331-2. 
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4 An European Embassy. Mugha, 17th century. The Emperer Shah Jahan is seated in the DAwan-i-Khas with two royal princ& 
* behind him and two in front. The exact historical incident forming the theme of this magnificent miniature is uncertain 
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magnificent specimen of calligraphy, embellished with flowers of the Kashmir valley, the 

beauty of which attracted Jahangir so much that he employed Mansür in painting a 

series of them. The Wantage Collection of the Victoria and Albert Museum has another 

painting of the turkey and several other fine bird-studies by Mansur, including the ad- 
mirable painting of two Indian saras (Plate 59), probably the portraits of the two pet 
birds to which Jahangir gave the name of Majnün and Laila. This is the nearest ap- 
proach to romance in real life which Jahangir’s portrait-painters give us. The Padshah’s 
own romance, his attachment to Nur Jahan, was not a subject for the painter’s brush. 

None of the so-called portraits of her can be considered authentic. 

Among other pet animals portrayed by Jahängir’s artists was a black buck, used as a 
decoy in hunting. Two very fine studies of it by Manohar are known, one of which 
(Plate 60A) is in the British Museum and the other in the Wantage Collection at South 
Kensington. 

The Mogul painters naturally took infinite pains in depicting the glitter and tinsel of 
court ceremonial with all its sumptuous paraphernalia—brocaded canopies and silken 
carpets, costly jewellery and golden thrones—as a great number of gorgeously decorative 
painttngs testify. But the exuberant elaboration of works of this class, more calligraphic 
than pictorial, loses all its finesse and colour-charm in reproduction. The subtler qualities 
of Mogul art are more conspicuous in individual portraiture and in genre painting. 

Bichitr shows his quality as a genre painter in his picture (Plate 61A) called “The 

*Tambura Player," for want of a more explanatory 105. in the Wantage Collection at 
South Kensington. It is a very piquant little scene, closely studied from life, in which 
a one-eyed musician is singing with great gusto a song which excites the hilarity of his 
listener, the bowman holding an arrow in his left hand and apparently beating time with 
his right foot. The facial expression of both is admirably rendered, and the imperturbable 
countenance of the servant squatting in the foreground, with his bundle between his 
legs, is equally true to life. 

* The realism of this remarkable little picture might suggest that Bichitr was trying to 
imitate European painters of genre, but more likely it only points to the natural bent of 
Mogul art when it shook off the traditional conventions of the calligraphic school. The 
Mogul Court painters were temperamentally realists, and therefore inclined to admire the 
realism of the European pictures they saw. But, except under Jahàngir's dictation, they 
did not copy them as the modern Indian student does, consciously or unconsciously at the 
suggestion of his European teachers. They saw life as a materialist sees it, not as a poet 
or mystic, but did not borrow European spectacles to see it with. They had not the 
spiritual vision of the Ajantà School, but they were quite sincere students of nature and 
had something interesting to say about it. Within their limited range the Indian painters 
of the Mogul Court kept alive the great traditions of the Ajantà School. 

But to appreciate the qualities in Hindu painting which are intimately related to 
Indian life and thought one must get away from the rather stuffy atmosphere of the 
Mogul Court into the fresher air of the provinces of the empire, where art had always 
grown freely under natural conditions, not merely as an exotic cultivated by pampered 
esthetes who rebelled against puritanical laws. Here, both in subject-matter and 
in esthetic quality, we come at once into contact with the romance of Indian life which 
was hardly ever touched by the artists of the Delhi Court: themes of the country-side 
its myths and legends, passionate stories of court-life told by the village kathak, even 
glimpses of life behind the zanana walls. notte. y 

India has never had any separate school of landscape painting, like China and Japan, 
but in landscape settings to figure subjects of this kind Hindu painters of the Mogul 
Period and later, show a full appreciation of the true function of fine art, as Emerson has 
nobly expressed it in his Essay : 


n landscapes the painter should give the suggestion of a fairer creation than we 
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know. The details, the prose of Nature, he should omit, and give us only the spirit and 
the splendour. He should know that the landscape has beauty to the eye because it 
expresses the thought which is to him good, and this because the same power which 
sees through his eyes is seen in that spectacle ; and he will come to value the expression 
of Nature, and not Nature itself, and so exalt in his copy the features which please him. 
He will give the gloom of gloom and the sunshine of sunshine.” 

Night and effects of artificial light have an especial attraction for the Indian painter of 
Mogul times, though in his thoughts of night there is seldom a connotation of fear. It is 
rather as the joyful time when lovers meet, or as the day’s nirvana, when the pure white 
lotus of heavenly bliss is open, a time for meditation and spiritual gladness, that he feels it. 

Plate 62, probably a late eighteenth-century work, illustrates the romantic story of 
Baz Bahadur, the Mogul governor of Malwa, and his love for the beautiful Rajput poetess, 
Rup Mati. They are seen riding by night through the wooded hills of Mandu, an atten- 
dant walking on foot between them ; a masalchi in front shows the way with a lighted 


° torch. The darkness closes round the group and pursues the torch’s glare. Rup Mati is 


pointing eagerly forward ; the crescent moon peeps behind a hill and there is a glimpse of 
a river in the plain below. The blaze of the torch throws the high-mettled steeds and 
their riders into a warm relief of vivid colour betwen the darkness and the light, half- 
revealing, half-obscuring the precipitous rocks behind fringed by a strip of forest. 
Through the gap between the hills the sky is seen faintly lighted by the moon. 

The largeness and simplicity ‘of the treatment are qualities which modern European 
painters of the impressionist school have often aimed at, but seldom realised with so much 
spontaneity and true poetry as this little Indian picture, for here there is no conscious 
effort to produce an effect called artistic, but unaffected interpretation of Nature as it 
revealed itself to the artist.” Compared with the more sophisticated works of the Mogul 
Court painters the drawing of the figures and horses is naive and primitive, though the 
design shows a fine sense of dignity and rhythmic beauty. Any lack of academic learning 
is more than atoned for by its romantic charm. . 

The orthodox critic in Europe is inclined to treat impressionism as a somewhat peculiar 
development in modern art, towards which he ought to maintain a strictly guarded, if not 
hostile attitude. It is sometimes a speciality, but more often a fad. To the academic 
professor it is a dangerous tendency, almost a vice, which should be sternly repressed in 
all students. The true oriental artist regards it as the breath of life, the end of all art; 
he thinks that of all artistic faculties, the one which must be trained.and developed to the 
highest degree is the faculty of realising thought-impressiens. 

But his impressionism is not merely a blurred vision of natural appearances, as it 
often is in modern European art. To see with the mind, not merely with the eye; to 
bring out the essential quality, not the common appearance of things’; to give the move- 
ment and character in a figure, not only the bone and muscle; to reveal some precious 
quality or effect in a landscape, not merely physiographical or botanical facts; and, 
above all, to identify himself with the inner consciousness of the Nature he portrays, and to 
make manifest the one harmonious law which governs Nature in all her moods,—these 
are the thoughts which he always keeps uppermost in his mind as soon as he knows how 

to use his tools with tolerable facility. It is considered of the most vital importance to 
train the faculty of mind-seeing from the earliest youth, when impressions are strong and 
vivid, instead of leaving this development to the end of his academic career, as we usually 
do in Europe. The oriental artist does not neglect detail—witness the wonderful studies 
of Japanese masters, and those by Indian artists here illustrated. But the first principle 


1 The painting'is really quite ordinary, and it is difficult to understand the lavish praise heaped upon it byMr. Havell. 
Night scenes become popular in Mughal art after the period of Aurangzeb. The technique was to mix gray in the 
colours so that the total effect was dominated by that tone, giving an impression of darkness. Plate 63 is another 


ordinary painting of little merit —P.C. 
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of oriental art-practice is to develop a habit of concentrated thought at the same time 


as imitative skill is being acquired by practice. In modern European academies the 
creative power usually lies dormant in the most important years of a student's mental 
development, while the imitative skill is accumulated by a dreary routine of more or less 
mechanical exercises. In this respect art teaching only repeats the errors of what we 
miscall “classical education” in public schools; but the habit thereby engendered of 
regarding art as a technical process, rather than a creative faculty, explains to a great 
extent the archeological critic’s standpoint in regard to Indian art. 

“Deer-hunting by Night," Plate 63, is another characteristic example in which the 
artist is more engrossed with the beauty of the night than with the action of the figures. 
It probably illustrates the story of Rama and Sitä’s exile in the forest by the banks of the 
Godavari. The hunters are scantily dressed like forest hermits. The woman, concealed 
behind a bush, holds a lantern and tinkles a small bell to attract the herd of deer. The 
man armed with bow and arrows has just shot the leader of the herd, the terrified does 
scattering in all directions. The gleam of the lantern is given by discreet touches of gold. > 

"The interest of the picture does not, however, lie in the figures, but in the charm of the 
landscape setting and serenity of its translucent chiaroscuro, which makes one feel the 
stillness of the night, broken only by the tinkling of the hunter’s bell and the scampering 
feet of the frightened deer. The upper part of the picture is simply but beautifully com- 
posed with a broad, winding river, a thick clump of trees, and the starlit sky ; the dark, 
heavy foliage massed against the sky, and the silver-grey*reflection on the water. Rocks .. 
and stunted shrubs and a suggestion of a mountain stream fill up the foreground. The 
picture is painted in a very low key, but the colour is luminous and full of atmosphere ; 
there is a beautiful sentiment in the whole design, like Mozart’s music in its limpid, flowing 
melody. . 

The art of the Moguls was not suppressed by the interdicts of Aurangzib, and did not 
die with the Mogul dynasty, for though, like our modern art, it was divorced from religion 
and regarded by the Court only as a distraction and amusement, it was grafted upon the 
older Buddhist and Hindu schools, upon a truly Indian tradition which was never up- 
rooted, and continued to flourish long after the glory of the Moguls had departed, 

Throughout the stormy period of the eighteenth century and even under the depressing 
influences of the nineteenth Indian artists and craftsmen could create things of beauty 
recalling the strength and spiritual fervour of former days, and there still survive painters 
following the old traditions who, but for the generally vitiated taste of the “educated” 
classes in India, would be honeured as artists of distinction were under Hindu and Mogul 
rule. 

Plate 64A, ‘‘Travellers round a Camp-fire,” is a late eighteenth-century work of an 
unknown artist, possibly a descendant of the painter of the Bagh fresco! (Plate 47), who 
in a different milieu recorded his impression of Indian life as faithfully as his ancestor 
did in the old Buddhist vihara. A party of travellers is seated round a blazing fire— 
painted in gold—in the compound of a dharmsäla, a native rest-house. The artist has 
been attracted by the effect of the firelight in the darkness, and with the simplicity and 
directness of true genius he has given a wonderful “impression” of it—what Whistler 
would have called a symphony in black, gold, and green. We see some figures in the 
full glare of the firelight placed in bold relief against the darkness of the night ; others 
silhouetted against the blaze; the reflection on the walls, the trunks, and lower branches 
of the trees; the flash on the window and under the eaves of the house; the ghostly 
shadows and the depths of the all-environing gloom, relieved by the glimmer of the starlit 
sky. 2 

ከ familiar with Indian mofussil life will recognise the truthfulness of the native 

1 Plate 64A is an, excellent painting attributed to the pre-Kangra phase of Pahari painting, though it is difficult to see 
what connection it has with the Bagh fresco. E.C. 
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types given with such intense concentration and dramatic skill. The young man, half in 
shadow, telling a story ; the old man with a sleeping child on his lap, and the two old men 
with whom he is conversing—one smoking a hookah, the other resting with his hand 
under his chin, are all masterpieces of characterisation. 

The original of Plate 65, which may be somewhat earlier in date than the last,’ gives a 
more familiar aspect of Indian art, for here we have a rendering of daylight with the full 
strength of the Indian painter’s palette, when he revels in the glow and warmth of tropical 
sunshine. It suggests a motif for the decoration of the chitra-sala of an Indian garden- 
house, which must have been as delightful as a Pompeian villa when its walls were adorned 
like this, and not disfigured with vulgar modern gewgaws. 

In its unfinished state the picture illustrates the painter’s method of work. 

The centre of the picture is filled by three young and high-born Muhammadan ladies 
whose fair and finely chiselled features are drawn with a Botticellian grace, sitting by the 
side of a lotus-pool, taking refreshments and conversing gaily. Unobserved and at their 
ease in the seclusion of the zanana garden, they have thrown aside their veils and are 
cooling their feet in the water. The necessary floral ornaments of the pool, the lotus- 
flowers, are left unpainted, as well as some of the details of dress. Under the shade of the 
trees behind another fair lady with a dusky Hindu companion are standing ; an atten- 
dant bringing wine or rose-water dinishes up the group. There is no suggestion of in- 
dividual portraiture, as in most Mogul composition, but a fine feeling for rhythmic line 
and harmonious spatial design: ° 

The form and structure of the trees are explained with breadth and simplicity as a 
foundation for the tinishing touches which are wanting. The vivid contrasts of pure 
colour, laid on uncompromisingly without softening or half-tones, give the warmth and 
brightness of an Indian atmosphere and help to sustain the dominant note of youthful 
vlvacity and enJoyment. 

“A Music Party,” Plate 66, is an example of the popular art of the nineteenth century,’ 
founded on the old traditions, which has nearly succumbed to the debasing influences of 
modern Indian life. There is an artistic quality in this picture which, in spite of the 
crudeness of the drawing, gives it a far higher value than any of the Anglicised and com- 
mercialised Indian art, sometimes more sophisticated and pretentious, but always in- 
sincere, which is supplanting it. š 

Like the pure melody of an old folk-song, it is a true creation of national sentiment, of 
the poetic impulse which flows spontaneously from the heart of a people inspired by the 
joy of life and love of beauty. In the previous illustrations we have seen how an Indian 
artist shows the “gloom of gloom” ; here we have the “sunshine of sunshine,” given with 
the same pure delight with which the lark trills his song of joy in the high heavens on a 
summer morning. The figures in the picture are by no means attractive types, or very 
deeply studied as to character; but their glowing draperies and the gay colours of the 
musical instruments, together with the pearly whiteness of the marble and the bright 
hues of the flowers, serve the purpose of the artist—to express the beauty and gladness 

of the radiant Indian sunlight. 

And, just as in Indian music there are no complicated harmonies, but a subtle flow of 
pure intensive melody, so in painting, too, the Indian artist eschews strong shadows 
and broken colours, producing an effect of light and atmosphere by the perfect rhythm 
of his colour-music. 

In all Indian paintings, when the art is spontaneous and unaffected, the very Indian 
qualities of infinite patience and perfect self-control are strongly manifested. Patience 
unlimited is bestowed upon detail, apparently the most insignificant, which the artist 


1 Pl. 65 belongs to the Mughal school of about the mid-18th century, probably to the reign of Mohammad Shah, 


A.D. 1749-1748.—P.C. 5 
3 This plate belongs to the Sikh school of the early 19th century.—P.C. 
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‘values, but everything is rigorously excluded which he thinks foreign to his purpose. 

There is no self-advertisement, no cheap effects to attract the applause of the ignorant, no 
vulgar trickery or playing to the gallery. This restraint and self-control the inartistic 
mind, accustomed to the loud self-assertion and aggressive realism of common modern 
painting, often mistakes for defective power of expression. 

A Japanese writer of the eighteenth century, quoted by Dr. Anderson, gives a very 
keen criticism of the realistic tendency of modern European art. “It is the fault of 
foreign pictures that they dive too deeply into realities, and preserve many details that 
were better suppressed. . . . Such works are but groups of words. The Japanese picture 
should be a poem of form and colour.” 1 

It is just in this different idea of realism and different outlook upon nature that we 
find the gulf which separates Eastern art from the academic art of Europe. The diff- 
erence which the European and Anglicised Indian attributes to defective technical powers 
or undeveloped intellect, is really due to a different intellectual atmosphere and a different 


artistic temperament, created by the different answers which East and West give to the , 


question—what is reality ? 

It ischiefly because the modern European usually refuses to recognise anything which is 
not evident to his own perceptive faculties that he finds the difference so irreconcilable 
and the gulf so impassable. The Indian artist lives in a world of his own imagination, 
where the stolid Anglo-Saxon is unable to follow him ; but until the Western pedagogue 
brought Indian culture into contempt and stifled the inherited artistic instincts of Indian 
youth with his own pedantic formule, the Indian artist found that his traditional methods ^ 
were perfectly adequate for obtaining that response from his public which every artist 
needs. ° 

It is one of the characteristics of a healthy national art that the artist has no need of 
vulgar extraneous efforts to make himself appreciated by-his public. He is the exponent 
of national art culture, not a specialist shut up in a narrow domain of knowledge from 
which the world at large is excluded. Therefore he can be sure that a suggestion of his 
own thought-impressions will evoke a response from his public, just as a note of music 
finds a response in every wire tuned to the same pitch through which the vibration passes. 
Relying on his knowledge of sympathetic response from his public, he develops his repre- 
sentation of the natural facts and phenomena which form the framework of his art just 
to the point at which he knows it will communicate to others the exact impression of his 
own mind, and does,not attempt a laboured and superfluous explanation of irrelevant 
facts. The imagination of the public he is addressing supplies the complement of the 
imagination of the artist. 

Since the pernicious principles of the Italian Renaissance, the bigotry of Puritanism, and 
the pedantry of pseudo-classical education combined to destroy the national art of Eu- 
rope, the public has demanded from the artist not imagination and ideas, but facts— 
archeological, historical, biographical or otherwise, relevant or irrelevant—only facts 
which it can understand. When an imaginative artist appears he must now address 
an unimaginative public through a middleman, an art critic, who explains as best he can 
in words what the artist intends to convey with his pencil, brush, or chisel, so that society, 
which does not like to confess itself Philistine, may talk glibly of what it does not know or 
feel. 

Art limps badly upon these literary crutches, and in the artificial conditions of modern 
life there is no longer that mutual understanding between the artist and his public which 
existed when art was a popular language of much greater intellectual and moral influence 
than mere book-learning. The curse of our false classicism, so utterly inconsistent with 
the true spirit of ancient culture, now hangs heavy upon the national art of IMdia, and the 
educated Indian, trained in the sordid and squalid atmosphere' of Indian universities, 

1 “Pictorial Arts'of Japan,” vol. ii, p. 242. > 
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becomes completely out of touch with his own national artistic thought, and attributes to 
Indian art the defects which should properly be ascribed to his own lack of artistic 
development. 

The next two illustrations, Plates 67 and 70A, show how Indian artists in the early 
days of British rule, before schools of art imposed their pedantic recipes upon them, were 
employed by their European masters, as their ancestors had been employed at the Court 
of the Great Mogul. This occupation has been lost to them by the development of 
photography and by the changed conditions of Anglo-Indian life, which give greater 
opportunities for the employment of European portrait-painters, but have certainly not 
raised the standard of public taste. At the same time the spread of the belief in the 
inferiority of Indian art, which English education does so much to foster, has taken away 
from Indian portrait-painters the patronage of their wealthier countrymen. 

These interesting drawings of Anglo-Indian burra-sahibs and mem-sahibs as they lived 
in Bengal in Georgian times were presented to the Calcutta Art Gallery by Dr. Abanindra- 
nath Tagore, C.I.E. They were found in the possession of a native artist of Calcutta, one 
of whose ancestors, Gulab Lal, was employed at the Mogul Court about the year 1719, 
in the reign of Muhammad Shah. Though lacking the wonderful finesse of the best 
Mogul miniaturists they are of considerable artistic merit and give very amusing glimpses 
i into the Anglo-Indian life of the period. 
፪ They were probably esecuted ከሃ one of the same family who was working at Murshi- 
. 03080 in the employ of the Nawab Nazim of Bengal, about 1782.! The living repre- 
sentative of this artist family, when I discovered him, had been obliged, from want of 
encouragement for his art, to give up the profession of a miniature painter, and to look 
for more remunerative employment in drawing patterns for a European firm which 
imported Manchester piece-goods. He has now an appointment as teacher in the Calcutta 
School of Art. 

The condition of most other descendants of the great artists of the Mogul Courts is an 
equally painful commentary on the decadence of fine art in India. There are still a few 
at Delhi and Agra who find employment at photographic establishments, or in painting the 
well-known miniatures on ivory which are bought by tourists as Indian “curiosities.” 
A few of the Indian Princes continue to employ court painters of the old school, though it 
15 considered unprogressive to do 50. If they take any practical interest in art it nearly 
always means that the painters are sent to Europe or to an Indian school of art, so that 
all the Indian traditions they have inherited may be uprooted. 

There is, however, in India a not inconsiderable survival of genuine folk-art and of the 
fine traditions of the temple artist-craftsman, which, if Indians were to take an intelligent 
and serious interest in them, would be the surest foundation on which to build up the 
revival of Indian painting. But neither the teaching of schools of art nor that of the 
universities seems likely to stimulate greatly public interest in art, except as a hobby 
for the collector or as a plaything for the politician. 
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CHAPTER XIII 
THE FUTURE OF INDIAN ART 


IN the foregoing summary review of Indian sculpture and painting, I have endeavoured 
to indicate, by the aid of some of those masterpieces, unfortunately few, which have been 
salved from the wreckage of a great civilisation and culture, the principal psychological 
impulses through which the ideals of Indian fine art were created. We have seen first an 
epoch inspired by intense religious fervour, analogous to the Romanesque and Gothic 
epochs of European art, in which the Indian people, dissatisfied with philosophical ab- 
stractions and yearning for tangible symbols of their spiritual desires and beliefs, used the 
means provided for them by an alien faith and art—just as the early Christians adopted 
the art of pagan Greece and Rome. Gradually the Indian consciousness, asserting itself 
more strongly, evolved its own artistic ideals—ideals as different from the original foreign 
types as Gothic art differs from Roman—and thus created that Indian art which gave its 
inspiration to the esthetic thought of all Asia. 

‚ The illustrations of some of the masterpieces of that great epoch of religious art, and the 


explanation given, have been, I hope, sufficient to show that the ideals thus realised were ° 


not, as some archeologists aver, the result of the feeble efforts of tindeveloped artistic 
powers to imitate decadent types of the Hellenic school, but original, imaginative con- 
ceptions which, rightly understood, are worthy to rank with the noblest conceptions of the 
West. 

After many centuries, when the spiritual fervour which had created the classic art of 
Ajantà, Ellora, and Borobudur ran riot in a maze of elaborate ritual in which religious 
symbolism usurped the function of the artist's creative mind, Indian imagination began to 
spend its vital force in a repetition of zesthetic formularies to which all the virtue of the 
Brahman’s mantras was attached. Yet even in this jungle of exuberant ritualism a 
great tradition maintained itself, and much noble art towered over the tangled under- 
growth, which reformers like Sankarächärya tried to cut away—the temples of the 
Cholas with their Natàràjas, and the great cities of the north, Mathura, Kanauj, and 
Somnath, whose unrivalled beauty and magnificence excited the cupidity and admiration 
of Mahmüd of Ghazni. 

The Muhammadan conquest brought into India another clash of ideals, a puritanical 
movement, in which the fine arts were banished from places of worship, and an orgy of 
reckless destruction began, through which the followers of Islam, like the Puritans of 
Europe, hoped vainly that human nature could be purged of hypocrisy, worldliness, and 
superstition. Indian sculpture and painting under the influence of Islam was limited to 
a very narrow range ; the effect of the restriction in emasculating architectural sculpture 
can be seen in northern India to-day. But though the vision of the artist was thus 
limited, the instinct for artistic creation did not wither, the old craft traditions renewed 
their life in working out new problems of construction and design. Thus the Hindu 
genius in the service of Islam created a noble idealistic architecture, and, under the 
enlightened patronage of Akbar, a secular school of Indian painting arose, which, though 
it lacked the high spiritual purpose which inspired the old religious schools, nevertheless 
deserves the appreciation and careful study of all artists for its perfect sincerity and high 
technical distinction—qualities which are conspicuously wanting in the degeherate Ang- 
licised art of the present day. ae A 

I think my 1 will show that when the Indian artist finds himself on the same 
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plane of thought as the European he does not lack the capacity for drawing correctly, 
according to academic rules, or for making truthful transcripts from Nature. 

Hindu painters, even when working in the narrow groove of the Mogul Court, did not 
quite forget that art has a higher aim, to penetrate the soul of things and to bring us into 
closer relation with Nature’s eternal verities. But when art gave up its birthright as the 
ethical teacher and spiritual helper of mankind, only to minister to the vanity and self- 
indulgence of the wealthy and indolent ; when man ceased to use his highest creative 
faculties in the daily worship of his Creator, the Decadence, miscalled in Europe the 
Renaissance, had already begun. India’s loss of spiritual power is the measure of the 
degradation of her art. 

When at last India began to emerge from the political chaos of the eighteenth century 
and all its attendant miseries, the fine arts not only ceased to have the encouragement of 
state patronage which had been so lavishly bestowed upon them by the Great Moguls, 
but the idea that the Indian intellect had always been artistically inferior to the European 
penetrated the whole fabric of art creation like dry rot. The unimaginative Anglo- 
Saxon succeeded the imaginative Mogul in the sovereignty of India, and the people, 
distracted by long years of anarchy, accepted the change gladly. We have fulfilled 
our duties as policemen, and take a just pride in the organisation, peace, and security 
which we have substituted for chaos, bloodshed, and general brigandage. It is not a 
small thing, as Sir Mountstuart Grant-Duff said in one of his Elgin addresses, “to keep the 
peace between 250,000,000 of men.” But it was inevitable that our success in this direc- 
tion should lead to even greater responsibilities being thrust upon us. The East came to 
learn the wisdom of the West, and nolens volens we have been compelled to undertake the 
much more difficult duties of teacher and spiritual adviser, as well as those of policemen. 

The critic who endeavoured to form a just estimate of the results we have achieved in 
the two former capacities would naturally take into consideration the present condition 
of art in India, for as a symptom of intellectual, moral, and spiritual progress the condition 
of a national art is a more certain guide than any blue books or statistics. Such a critic 
would perhaps be inclined to regard the degeneration and decay of Indian art, which have 
certainly been much more rapid under the peace and security of British rule than under 
the most chaotic period of native government, as a very unfavourable indication—and, 
so far as it goes, it may be regarded as such. But it may be that this seemingly inex- 
plicable decay in spite of the blessings of order and settled government which we have 
conferred upon the country is due to causes which, in process of time, may be removed. 
One of the most conspicuous of these causes is the pernicious example we have held up in 
Anglo-Indian art, more especially in the architecture of public buildings—always the 
outward and visible sign of the inner civic consciousness. 

If art is the mirror of the age, it must always be humiliating to any artistic Englishman 
to contemplate our make-believe Gothic and Classic cathedrals, churches, colleges, 
schools, offices of state, and historical monuments, and compare their banality, ugliness, 
and squalor with the dignity, strength, and fine craftsmanship of the splendid monuments 
of the Mogul Empire. It must be equally humiliating to any artistic Indian to find 
his educated fellow-countrymen imposed upon by these deplorable makeshifts, and 
using them as models instead of the great masterpieces of their own national 
architecture. 

But when all these things are seen in their true perspective the future historian of 
British India will be able to find, even in our blunders, sufficient evidence of high endeavour 
and moral earnestness. We live in an age of transition, and in India the ideals of two 

great civilisations are now in the melting-pot—the dross will accumulate on the surface, 
put when that is cleared away the pure gold that is in both will be found beneath. The 
art of present and past generations of Anglo-Indians reveals the dross ; we may hope 
that the art of the New India which is forming will show the precious metai. 
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At a time when our own national education was miserably defective, and when our own 
national art ‘had lost all its vitality and sincerity, we undertook to hold up the torch of 
European civilisation and progress in the East. And of the two statesmen, Bentinck and 
Macaulay, who laid the foundations of Western Education in India, the first considered 
Indian art so lightly that he was only diverted from selling the Taj Mahall for the value 
of its marble because the proceeds of a test auction of materials from the Agra Palace 
proved unsatisfactory, and the second did not hesitate to declare his conviction, after 
an absurdly inadequate acquaintance with India, that the whole of Indian and Arabic 
literature was not worth a single bookshelf of a good European library. Tempora mutan- 
tur, and it is now largely due to the work and appreciation of European scholars and men 
of letters that New India has been aroused to undertake for herself researches into the 
priceless stores of oriental literature which had been so long neglected. What we have 
not yet accomplished is the proper application of our improved knowledge of Indian 
culture and civilisation to the administrative work of the Empire, especially in matters 
of education. - y 

oThe great problems of education in India, which should command Great Britain's 
highest statesmanship and best intellect, have generally since Macaulay's time been 
relegated to the pedagogic specialist, often narrow and provincial in his views, and asa ` 
rule entirely out of touch with real Indian life and thought. 

The statesman has not yet appeared to organise an Indian university affording to < 
Indian youth the best fruits of both Eastern and Western tulture, and fit to be a successor - 
of the great universities of Buddhist and Hindu rule in stimulating the national artistic * 
genius—that creative power of the people in the exercise of which will always be found 
one of the surest guarantees for national prosperity and contentment. 

The late Dr. A. C. Benson, Master of Magdalene College, Cambridge, in a trenchant 
criticism of public school education in England, condemned “the intellectual tyranny 
that sits enthroned in the centre, a monopoly sustained by specialists, a despotic, inelastic, E 
devastating theory. It is the foe of liberality of thought, mental expansion, intellectual 
progress, because it substitutes for the intellectual spirit a small and minute image of its 
own devising.... For the majority of boys the classical system, simply because it is 
the rigid application of a very special subject to the mental needs of an infinite variety of 
minds, is not only no education at all, but a deliberate sterilisation of the intellectual 
seed-plot, a perverse maltreatment of the ingenuous mind.” 

These words, mutatis mutandis, may be taken as very applicable to our system of higher E 
education in India; only the-evil of it is there intensely aggravated because Indian 
students are practically denied any other means of education than the university courses. 
Our universities have always stood in the eyes of India as representative of the best light 
and leading of the West ; yet the disabilities and injuries which they, as exponents of 
all learning recognised by the State, inflict upon Indian art and industry are incalculable, 
for not only do they refuse to allow art its legitimate place in the mental and moral 
equipment of Indian youth—the average Indian graduate, with all his remarkable as- 
similative powers, is often less developed artistically than a Pacific islander—but by 
practically excluding all Indian artists of the old hereditary professions from the honours 
and emoluments of state employment, they lower the status of Indian art and give a 
wholly unjustifiable preference to the art imported from Europe, which comes with the 
prestige of a presumed higher order of civilisation. The building of New Delhi has 
demonstrated on a grand scale how “the sterilisation of the intellectual seed-plot" by the 
universities is withering the roots of Indian art and craft. ° 

It is only necessary to compare the present position of Indian artists with that of their ` 
forefathers to see the evil our whole administrative system works upon art in India. In i 
the time of Akbar, Jahangir, and Shah Jahan the best artists became grandees of the ~ 
Court and sometimes intimate friends of the Emperor himself. In Rajputana also, under ; 
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Hindu rule, painters and architects held dignified positions at Court, and besides liberal 
pecuniary rewards they were often given special honours and grants of land. In the 
Imperial Library at Calcutta there is preserved a Persian manuscript giving the names 
of the designers and chief constructors of the Taj Mahall and the salaries they received. 
The three principal designers were each paid a thousand rupees amonth ; another received 
eight hundred; six others four hundred; and nine others from two hundred to four 
hundred a month. These salaries would represent a considerably larger sum in present 
Indian currency. But the descendants of these men in India, who practise their pro- 
fessions now with little less ability, though their opportunities for exercising it under our 
Public Works system are miserably few, are considered well paid at thirty, forty, or sixty 
rupees a month. : 

The question of remuneration or reward is not, however, a vital one. The best Indian 
artists are often content with a pittance when the work they do is religiously inspired. 
The modern bureaucratic machine cannot use them as artists, however lavishly it spends : 
it can only find a place for them as dull mechanics and discontented artisans. 

Neither the building of the Victoria Memorial at Calcutta nor the building of New Delhi 
with a colossal expenditure has brought better opportunities or rewards for Indian artists. 
None have been employed in these two great projects, except in a subordinate capacity 

to copy the paper patterns of the European experts and to fix up sculptures and paintings 
made in London studios which must be totally irrelevant to Indian art and Indian life. 

Elegant exercises in Indian archeology by eminent experts may serve the purpose of 
appealing-to the amour-propre of Indian politicians, but they do not advance the art of 
building either in India or in Europe. The endowment of Chairs of Fine Art in Indian 
Universities, after the fashion of Oxford and Cambridge ; the establishment of schools of 
art and architecture in which Indian students can learn the theory and practice of the 
fine arts, as taught in London and Paris, and the patronage of Indian artists by sympa- 
thetic Governors and high officials, do nothing to alter the bureaucratic system which is 
destroying root and branch the traditions of art in India. They only tend to obscure the 
vital issues and to create an atmosphere of make-believe which is more harmful in its 
influence than a policy of absolute laissez-faire. 

If we adopted a purely Philistine attitude, declaring that our mission was to set an 
example of what we are proud to call plain, practical, British common sense, we should at 
least be consistent and straightforward. Or if we avowed that our task in India was only 
to protect the down-trodden pariah ; to remove the barriers by which a selfish and 
corrupt hierarchy has prevented the intellectual and social advancement of the lower 
orders ; to free the ryot from the bondage of the sowcar ; to purify the administration 
and to hold the scales of justice even—we might perhaps view with a quiet conscience 
the continuous degradation of Indian art which we do not seriously attempt to arrest. 

But this is not our attitude. We pose as apostles of higher culture, as patrons of art 
and letters, and exponents of a superior order of civilisation ; and by so doing we have 
persuaded educated Indians and the aristocracy of the country, who are the principal 
patrons of art, to leave their artistic consciences in our keeping, to adopt the models we 
approve of, and to aim at the ideals at which we profess to aim. 

We should not, then, introduce into Indian civic life a standard of art immeasurably 
inferior to its own—the contractor's art and the jerry-builder are our esthetic importa- 
tions ; we should not affect to consider art as a proper moral influence for Indian jails and 
reformatories and shut it out of the universities ; and if we argue that the indifference to 
Indian art of the India we have educated is a proof that it does not really interpret the 

Indian mind, we should at least be sure that we are better able to interpret it ourselves. 
You cannot know a people's mind if you do not understand their art. 

We certainly do, as a rule, take a more sincere interest in Indian art than most “ edu- 
cated” Indians, but it is generally a purely academic and archaeological interest ; and it is 
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A Music Party. (From a modern painting in the Author's Collection). 
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Portraits of Anglo-Indians of the Georgian period. From drawings by a native artist in the Calcutta Art Gallery. f 
(From brush-drawings in the Calcutta Art Gallery). 
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Illustration to the Rubàiyàt of Omar Khayyam, by Abanindra Nath Tagore. 
(From the original in the Author's Collection, by permission of the Proprietors 
of the Studio, owners of the copyright). 
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guite natural and almost inevitable that it should be so. Many English and Anglo- 
Indian drawing-rooms have more or less unpractical Indian furniture, and various useless 
ornaments which we call Indian curiosities. At times we make spasmodic and ill-con- 
sidered attempts to encourage Indian art by holding exhibitions of this class of work. 
These things simply show how far we are from appreciating the vital points of the ques- 
tion, how little we understand the Indian mind ourselves. 

For this is Indian art, Spurious and make-believe like our official architecture, with all 
the virtue, all the spirituality, all the love and worship, all that has made it great and true 
in the past, taken out of it. Indian art was born in the village and nurtured in the pil- 
grum 5 camp ; 1t can never thrive in the sickly, artificial atmosphere of the European 
drawing-room or in a Western market-place. We have driven it from the great cities of 
India. It has no real part in our civic life, and its last refuge is now in the villages and 
towns remote from European influence. But this last refuge will always be its surest 
stronghold ; when art in Europe gets back to the villages the real Renaissance will have 
begun. In the villages of India the true artistic spirit still survives, and if we and “edu- ` 
cáted” Indians would know what true Indian art is we must go there, where the heart of 
India beats, where the voices of her dead myriads still are heard, and learn a lesson that 
neither London nor Paris can teach. Some time ago I drew attention, in a monograph on 
the stone-carving of Bengal,! to some modern architettural decoration, just as beautiful 
in feeling and execution as the carving of a medieval Gothic Cathedral, done by Orissan 
‘sculptors, the direct descendants of those who built and sculptured the famous temple of . 
the Sun-god, already referred to (p. 60). For the last twenty or .thirty years some of 
them have been carving the decoration of a temple at Jaipur, the ancient capital of the 
province; their wages, fourpence a day, are being paid by a religious mendicant who 
has spent his whole life in begging for funds for this purpose. 

When I suggested that wealthy Bengalis would do better in having such art as this in 
their houses, rather than tenth-rate commercial Italian statuary, and that Calcutta would 
gain in many ways if we substituted real Indian sculpture, conceived in this spirit, for 
foolish Gothic and classic imitations (ten or twenty times more costly), “The Statesman,” 
one of the principal European newspapers of Calcutta, applauded the taste of educated 
Indians, declaring that it was highly commendable and gratifying to those who believed 
that the mission of Europe was to awaken Asia and lift her up to the Western level of 
culture. 

“Until Indian art,” it asserted sententiously, “has mastered the cardinal secret of 
simplicity ; until the Indian artists have begun to understand the meaning of large effects; 
until abandoning mere amplification they prove capable of a conception of an organic 
whole, the products of native art are bound to remain in the state of arrested growth they 
have been all these thousands of years." | 

The abysmal ignorance of Indian art-history revealed in the last sentence may be 
pardoned, for it is not confined to the editorial columns of Anglo-Indian newspapers ; 
but what are these “large effects,” these Parnassian heights, seemingly inaccessible to 
ourselves, which we would fain make others climb ? When we have succeeded in creating in 
India, either by our own exertions or through the Indian intellect, anything ethically or 
zesthetically as great as a medieval Gothic Cathedral we may begin to aim at something 
higher. But all such academic recipes, relating either to art, architecture; or general 
education, are just as vain and useless as the mantras of uncomprehended mysteries the 
Tibetan lama drones as he twirls his prayingwheel. — e ፡ 

Europeans now collect Indian pictures enthusiastically and critics generally take a 
much more sympathetic attitude towards Indian art than they did twenty years ago ; 
but the view that the salvation of Indian art lies only in the application of the academic 
nostrums of Burope still has the weight of official influence behind it. If the Spirit of the 
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resent Prime Minister's eloquent appeal for the revival of English village craftsman- 
ship! were applied to administrative problems in India, there would be no reason to 
confine our sympathy and admiration for Indian art to the great monuments of anti- 
quity. The drying up of the living springs of craftsmanship is a more grievous loss to 
India than the ruin of all her ancient monuments. 

Change there must be in Indian art; that 15 both inevitable and necessary, for there 15 
no real life in an art which never changes. But the change must come from the quicken- 
ing, not from the deadening, of the creative faculties ; from the stimulating of thought 
and the strenuous upholding of higher ideals, not from the substitution of one academic 
formula for another. 

The rank materialism which is the basis of the modern Indian university system tends to 
produce in the Indian mind the same attitude towards art that is characteristic of the 
average European university man. In this view, so contrary to all the laws of nature and 
all the experience of the human race, art is one of those luxuries which may be enjoyed 
5 when other intellectual and all bodily wants are satisfied ; but at the same time it is to be 
E considered as the most easily dispensed with of all intellectual stimulants, and as having 

no practical bearing on the intellectual growth or spiritual life of the average human 
being. It is enough for the Indian undergraduate that it counts for nothing in the 
university examinations, and in after-life he is quite content to accept the common 
formularies which regulate the prevailing fashions as representing his correct attitude 
towards art. e 
In 1905? when the reform of the Calcutta University was under discussion, a scheme for 
giving art design a definite place in the curriculum by the side of science, drawn up by 
myself and accepted by the Faculty of Arts after full discussion, was suppressed without 
a comment by Lord Curzon’s committee at Simla. Since then, through the efforts of the 
late Sir Ashutosh Mukerjee, a Chair of Indian Fine Art has been created. 

As regards the government schools of art, originally established to bring the fine arts of 
the West to the benighted East, the European directors do not now affect to despise 
Indian art : they profess to admire it, but attempt to justify their position as teachers by 
Ld the argument that there are certain fundamental principles common to the art of all 

countries, which the traditional artists of India do not understand and cannot teach, and 
therefore the renaissance of art in India must be effected by leading Indian students to the 
faithful study of nature, through the paraphernalia and technique of modern European 
academies. 

Now if Europe and Asia had both failed to produce the highest art before this academic 
system was evolved ; if modern universities created poets and modern ateliers created 
artists, there might be some logic in the argument. But this is not the case. Poets 
sometimes emerge alive from the university mill; artists occasionally pass through 
academic courses of instruction without complete atrophy of their imaginative faculties. 
But no one can maintain that owing to this academic system modern European literature 
and art stand higher than they did in pre-Renaissance days. ; 

In India, where the system has been followed, more or less efficiently, for seventy years, 
it has been destructive of all artistic vitality. No modern Indian portrait-painter, 
led to the faithful study of nature as understood by European artists, can be put into 

— the same class with the Mogul Court painters who followed their own traditions. The 
— mural paintings of Government House, Bombay,? the latest and technically, perhaps, 
— — the best products of the system, are a facile parody of Leighton’s fresco of “The Arts of 
Peace” in the Victoria and Albert Museum, but they are neither Indian nor true to nature 
and far inferior as decorative art to the unsophisticated work of a nineteenth-century 
, painter. A European artist, viewing these paintings with indulgence and con- 
ከሃ the Royal Society of Arts, 1927. ፦ ^ 
XE Apal,” July, 1927. ^ = 
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A Mughal Beauty. School of Shah Jahan, c. | Bhavan, Banaras. This portrait, though somewhat 
formal, is well worth attention for its delicately modelled fac race gure, and the emphasis on the charm of youthful beauty. 
The exquisiteyess of the painting is here matched only by the exc hnique. [ከር lotus in the hands ot the lady imparts 
CC-0. Gurukul Kangri Univarsiy atra eoi dendi Diti d BJ S3 Foundation USA 
(Courtesy, Lalit Nala Akademi, New Delhi 
ጣ 


2 


THE FUTURE OF INDIAN ART ፲03 


0165660510, might find much merit in them as the work of promising Indian schoolboys, 
but only if he does not know or care to learn the end of the story—these clever school- 
boys never grow up! Therein lies the damnable defect of the whole system. Mother 
India may be in many ways inefficient and behind the times but in the upbringing of 
her own children as artists she has nothing to learn from modern Europe. 

The,formula of the Royal Academy curriculum from which this school of painting has 
its acknowledged source makes Indian ploughmen, gardeners, and basket-makers limp 
like antique statues and go about their work in Leightonesque poses, so that certain wall 
spaces in Government House may be decoratively treated. The architects of New 
Delhi, who as universal providers were commissioned to restore the arts of the Empire, 
commend these paintings and propose that the same rhythmical formula, which can 
easily be adjusted to all the races of mankind, as an ingenious rhymester turns out lime- 
ricks, shall be taught in an Imperial School of Design at Delhi by European masters who 
have acquired “reputations in a world-arena,” so that Macaulay’s ideal of education may 
be realised and the New Delhis of the future may be decorated, if not built, by Indians 
drilled in thinking imperially. This, as Dr. A. C. Benson would have said, is not art or 
education, but a perverse maltreatment of the ingenuous mind. 

Unfortunately art and education in India are mixed up and confused with political 
issues. If India had no living traditions of her own, and her own culture had never 
risen higher than that of Africa, Australia, or Canada, the gospel of Imperialism preached 
by the architects of New Delhi, and the threadbare forrhule of European ateliers, might 
satisfy the ideals of New India by opening up careers for the literate classes hitherto” 
almost,monopolised by European experts. But a policy which starts from placing 
Indians on an artistic level with the uncivilised races of mankind, and refuses to utilise 
to the fullest extent the capacities of living Indian craftsmen ; which views complacently 
the drying up of the springs of Indian craftsmanship if only British craftsmanship may 
exhibit its superiority, does not show political wisdom or educational insight. 

° The recent political reforms have placed the responsibility for art administration in 
India in the hands of English-educated Indians, few of whom have yet shown a firmer 
grasp of India’s artistic problems than their predecessors in office, who, if art did not 
happen to be their own special hobby, left the solution of them to the personal inclinations 
of European practitioners. New India, in matters of taste, is now split into two camps, 
one of which hails the propaganda of the Bombay School as the modern revelation of art 
to educated India, and the other which follows the lead of Dr. Abanindra Nath Tagore, 
the founder of the new Calcutta School of Painting. 

Dr. Tagore, the artist-poet of Bengal, is not unrecognised “in the world-arena," for 
exhibitions of his work and of the considerable band of pupils he has gathered round him 
have not only established one of the most interesting social events in Calcutta, but have 
won high appreciation from many of the best art critics of Paris, Berlin, and London. 
Though well-educated in the European sense, Dr. Tagore never came within the depressing 
zSthetic environment of an Indian University, and very speedily gave up the European 
routine of technical training which was his starting-point as an artist. Having thus 
escaped the Scylla and Charybdis upon which so many Indian art students have been 
wrecked, he devoted himself to a close study of the Indian pictures which I was then 
collecting for the Government Art Gallery, and this collection was the guiding influence 
in his artistic development, though in matters of technique he has adopted a compromise 
between European and Indian methods. 

Dr. Tagore’s esthetic outlook is not, however, narrowed down to any particular school 
or formula : he can fully appreciate all that is best in European art, ancient and modern, 
without sinking his own personality in the bog of internationalism. His art is Indian, 
but his own. „ Circumstances over which they had no control have prevented Dr. Tagore 
and his fellow-artists from rising to “Imperial” heights as mural painters. My own 
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efforts, as Principal of the Calcutta School of Art, were directed towards finding for his 
remarkable genius the widest scope in mural decoration. One of his earliest efforts was 
an essay in Indian fresco buono, Plate 69A illustrating the story of Kächa and Deväjäni 
from the Mahäbhärata. He also, on my advice, began the preparation of a series of 
cartoons for the decoration of the Government Art Gallery in fresco, but the scheme was 
dropped after my retirement, the Public Works Department not being interested in the 
revival of Indian art. Lord Curzon, whose interest in Indian art was only archeological, 
x made the decoration of the Victoria Memorial an imperial reserve which Indian artists 
b were not allowed to enter, apparently because the Victorian era did not recognise Indian 
E. sculpture and painting as fine art. The architects of New Delhi also make art only a 
matter of taste, of which they are the final arbiters, and exclude those who do not conform 
to their imperial prescription. Unless, therefore, the traditions of the old chitra-sälas 
should be revived by Indians themselves, through a sincere interest in the future of their 
own art, the only resource left to Indian painters is to adapt themselves to their environ- 
' ment by working on a diminutive scale like the Mogul painters, who likewise appealed 
A only to an exclusive coterie of the intelligentsia. ^ i 
a: As painters in miniature, however, the artists of the New School owe much to the lively 
i interest and support of the European community of Calcutta, both official and non-official. 
The Indian Society of Oriental Art, of which Sir John Woodroffe was the leading spirit, 
was started in 1907 with the object of giving them encouragement, and has since become 
an important centre of friendly co-operation between East and West in the field of Art.’ 
Two Goveinors of Bengal, the late Lord Carmichael and Lord Ronaldshay, who were 
patrons of the Society, gave the New School the most effective official help. 

Lord Ronaldshay himself, in an article printed in the‘ Asiatic Review,’’! on the history 
and significance of this art revival in Bengal, gives details of the practical aid which the 
Government of Bengal afforded the school started by Dr. Tagore in 1916, with the co- 
operation of his gifted brother, Mr. Goganendra Nath Tagore, and his uncle the poet. 
A ent grant enabled it to secure suitable accommodation for a studio and lecture 
- Eminent exponents of the new school were engaged as teachers, and scholarships for 


E. - vision and to secure an introspective outlook on things which takes one away from the 


y emphasis on the characteristic of the movement. Its exponents, ‘instead ‘of 
themselves with recording the superficial aspects of phenomena, have worked 
eeper motive and a profounder suggestion, seeking to wean the human mind from 
vious and the external reality of the senses, disdaining to imitate nature for its 

e, and striving to find significant forms to suggest the formless infinity which is 
the physical world of forms.’ They have sought, that is to say, to maintain 
ive and essential characteristic of the art of India, namely, its extreme idea- 


ning race-consciousness expressing itself in terms of art tbat caused the 
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ing in the Calcutta Art Gallery). 


B. The End of the Journey. Painted by Abanindra Nath Tagore. 
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Siva-Simantin, Painted by Abanindra Nath Tagore. 
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brothers Tagore to sever their connection with the Government School of Art, and to turn 
to thé cultural traditions and ideals of their own land. . . . Running like a thread 
through the varying forms of unrest with which India is tormented is a spirit of revolt, 
sometimes conscious, sometimes subsconscious, against the denationalisation of a proud 
and sensitive people. Many Indians have proclaimed this identity of motive behind 
varying manifestations of Indian nationalism. At a time when I was engaged in fighting 
the revolutionary movement in Bengal and in supporting the art movement which I have 
described, a political writer, whose sympathies were undoubtedly with the former, issued 
a pamphlet in which he took this matter as his theme. It was a reaction against the 
Westernisation of India, he declared, that was animating all patriotic Indians, and in 
support of his argument. that this same leaven was at work in the domain of literature 
and art he pointed to the rise of the Tagore School. ‘In Bengal,’ he wrote, ‘the national 
spirit is seeking to satisfy itself in art; and for the first time since the decline of the 
Moghuls a new school of national art is developing itself—the school of which Abanindra 
Nath Tagore is the founder and master.’ ” 


"The New School of Calcutta, therefore, though cramped in its early growth by Lord 


Curzon's aesthetic predilections, owes much to Lord. Ronaldshay's broader views of art 
and statesmanship : unfortunately they were not effective in imperial concerns, nor had 
he the opportunity given to Lord Hardinge for removing the departmental impediments 
which block the main outflow of Indian artistic energy and add to Indian unrest. The 


direct contribution to art of the New Calcutta School has been considerable and important, ረ 


but its influence on the future of Indian art will probably be still more felt*indirectly, 
through»its teaching. As an inspiring teacher, both in his own school and as Professor 
of Fine Arts in the Calcutta University, Dr. Tagore has had a wonderful success in re- 
fertilising the soil made sterile for the best part of a century by a futile academic dogma 
and in helping future political-leaders to understand the fundamental artistic problems 
with which,they have to deal in India. 2 

‘If the New School has not yet acquired the splendid technique of the old Indian painters, 
it has certainly revived the spirit of Indian art, and besides invested its work with a charm 
of true poetry, distinctively its own. Though a protest against denationalisation it 
represents a happy blending of Eastern:and Western thought, from the full realisation 
of which humanity at large has so much to gain. Mr. Kipling would persuade us that 
this is an unattainable consummation—a rather insular attitude which can only promote 
prejudice and misunderstanding. ; 

It is on the technical side tHat the wrong we have done to Indian art is most apparent 
andleast excusable. It may be difficult to provide in a state educational system, especial- 
ly under Indian conditions, that intellectual and spiritual stimulus without which no real 
art can ever be developed. .Emerson has truly said'that art does not come at the call of a 
legislature—neither can a legislature entirely suppress it merely by neglecting to take 
cognisance of the artistic faculties. But nothing can excuse the crushing out of all the 
splendid artistry, of the technical lore and skill of hand inherited from former generations 
—one of the most valuable industrial assets India possesses—simply from the want of an 
intelligent adaptation of official machinery for making use of it. 

The New School of Calcutta opens up a brighter prospect for the future, but as Professor 
Lethaby has said, no art that is only one-man deep is worth much. It should be a thou- 
sand men deep. Whichever school of pictorial art most accurately interprets the mind of 
modern India, it is politicians, rather than artists or art-teachers, who control the future 
of Indian art. For neither painting nor sculpture can be the great and beneficent in- 
fluence in national life they ought to be when they are both cut off from the roots from 
which they have sprung, the craftsmanship of building. The effect is the same whether 
the axe used be of native or foreign make, only when we wield the:axe we must not wonder 
that blame falls upon ourselves. 5, ሸቅሎ De 
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It remains to beseen whether Indian politicians, handicapped as they are by their Western 
ideas of art, still possess constructive as well as critical faculties. Will they follow tne line 
of least resistance, that which seems most convenient for departmental routine and them- 
selves, the time honoured practice of drying up the living springs of craftsmanship in control- 
ling the artistic output of India, or will they apply themselves seriously to the problem of 
adapting departmental machinery to the needs and conditions of Indian life? Will they 
take art as a serious study, or merely as a pleasant relaxation from the cares of office ? 

Since the first publication of this book the New Calcutta School has greatly increased 
its numbers and has now produced three generations of artists of distinction, whose 
works have been illustrated in the “Modern Review” of Calcutta and in a series of fine 
monographs edited by Mr. O. C. Gangoly, who also edits '' Rüpam," the admirable quar- 
terly review started with Lord Ronaldshay’s help, which shows the immense progress, 
amounting to a revolution, made in the study of esthetics by the intelligentsia of India 
in the last twenty years. To these publications I must refer my readers and content 
myself with the illustration of a few typical works by Dr. Tagore himself and his two 
pupils, Mr. Nanda Lal Bose, who now directs the art work of Dr. Rabindra Nath Tagore’s 
University at Bolpur, and Mr. Asit Kumar Haldar, Principal of the Government School of 
Arts and Crafts at Lucknow. 

The fresco painting, Plate 69A isan early work by Dr. Tagore in which he has expressed 
with wonderful directness and simplicity the struggle between passion and duty which 

„is the motive ofthe story. In this and in many other works of the school the fine poetic 
feeling aná depth of expression more than compensate for obvious technical deficiencies. 
The story is told in the Mahabharata thus :፤ 

There was a supreme contest between the gods and asuras for the sovereignty of the 
three worlds. To control the sacrifices by which the victory would be decided, the gods 
chose for their priest the sage Vrihaspati; the asuras appointed Sukra as theirs. Sukra 
knew the secret of reviving the dead, and by his wonderful science restored to life all the 
enemies of the gods as soon as they were slain. The gods, in despair, begged Kächa, 
the eldest son of Vrihaspati, to present himself to Sukra as a disciple, so that he might 
learn from him the mighty secret. Kächa consented and, after taking the vow of disci- 
pleship, was received by Sukra. He speedily ingratiated himself in his master's favour, 
and by singing, dancing, and music won the heart of his fair daughter, Devajani. 

When five hundred years of his discipleship had passed, the asuras discovered Kacha’s 
intention, and finding him alone in the woods tending his preceptor’s kine they slew him, 
hacked his body to pieces, and gave them to be devoured by wolves and jackals. Sukra, 
at Devajani’s entreaty, revived him by his magic, but soon afterwards Kacha was again 
slain by the asuras while roaming the forest in search of flowers for the sacrifice. This 
time they pounded his body into a paste and mixed it with the waters of ocean. But 
again he was revived by Sukra. Then the asuras slew him a third time and burning the 
body mixed the ashes with the wine Sukra drank. 

Deväjäni, missing her beloved Kächa, again appealed to her father; but when Sukra 
exercised his power and found that Kacha was inside his own body, he cried out, “Oh, 
Devajani, Kacha is within me, and there is no way for his coming out alive except by 
ripping open my own belly !” 

Touched by Deväjäni’s despair Sukra adopted the only resource left to him—to impart 
to Kacha his great secret, under à promise that it would be used to restore himself to life 
as soon as the former was released by Sukra's death. Kächa, beautiful as the füll moon, 
came out of Sukra's belly by ripping 11 open, and used his newly gained power for the 
first time in restoring his master to life. 

The climax, which Dr. Tagore has taken for his subject, is when Kacha, at the expira- 
tion of his vow of discipleship, prepared to return to the abode of the gods. Devajani, 

3 See vol. i, Roy's translation, pp. 232-40. . X | 
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reminding him of her devotion to him, begged of him to fix his affection upon her, and to 
accept her hand in marriage. But Kacha, regarding their relationship as one which made 
marriage impossible, exhorted her thus: 

“O thou of virtuous vows, do not urge me to such a sinful course! O thou of fair 
eyebrows, be kind unto me! Beautiful one, thou art dearer to me than my preceptor, 
but the place where thou hast resided in the holy body of Sukra hath also been my abode ! 
Thou art truly my sister ; therefore, O slender-waisted one, do not speak thus! Loving 
one, happily have we passed the days that we have been together. There is perfect sym- 
pathy between us. I ask thy leave to return to my abode. Therefore bless me, so that 
my journey may be safe.”’ 

Devajani, finding her entreaties useless, cursed Kacha, saying: “Since thou dost 


refuse to make me thy wife when I implore thee, O Kacha, this knowledge thou hast gained 
shall bear no fruit.” 


But Kacha replied : 

“Curse me, if it please thee. I have told thee the duty of Rishis. I do not deserve 
thy curse, O Devajani, but yet thou hast cursed me. Since thou hast done this from 
passion, not from a sense of duty, thy desire shall not be fulfilled. No Rishi’s son shall 
ever take thy hand in marriage. Thou hast said that my knowledge shall not bear fruit. 
Let it be so! But in him it shall bear fruit to whom F shall impart tt.” 

And Kacha departed to the abode of the gods. x 

Fitzgerald's version of the Rubaiyat of Omar Khayyam has had many'illustrators, but 


none have been quite so successful in reproducing the delicate flavour of the poem as Dr. ` 


Tagore in his series of twelve water-colours published by the “Studio” in 1910. Plate 
68 illustrates quatrain X XIX in the first edition: 


“Into this Universe, and why not knowing, 
Nor whence, like Water willy-nilly flowing ; 
And out of it, as Wind along the Waste, 
I know not whither, willy-nilly blowing." 


The poet is shown sitting in contemplation by a river’s bank, watching the dead leaves 
blown by the autumn wind as they are carried away by the stream. The subdued twilight 
tones of the artist's subtle colouring fit very well with the poet's mood, but it 15 hardly 
possible to give the finer nuances of the original painting in a reproduction. 

“The End of the Journey,” Plate 70B which attracted great attention when shown at 
the exhibition of “Les Orientalistes” in Paris, is an allegory, like the Buddhist 7a/akas, 
in which animals become partners with humanity in the tragedy and mystery of life. 
A pack-camel in the desert, worn out and abandoned by its driver, stumbles wearily on a 
rock and sinks to the ground in its last agony, just as the sun touching the horizon marks 
the close of day. The crimson glory of the sunset fills the silent sky, while the moans of 
the dying beast make their pitiful complaint. Dr. Tagore’s exquisite feeling interprets 
the pathos of the scene very finely, filling the spectator with sympathy and a haunting 
sense of mystery. In technical accomplishment the leader of the modern school is here 
not far behind the best Mogul animal portrait-painters : as an artistic thinker, or poet, 
he rises far above them. : : š Jane 

In Siva-Simantini (Plate 71) Dr. Tagore treats Hindu mythology with the imagination 
and fervour of the great Chola artists. Like the Nataraja, Siva-Simantini (“ Siva and the 
Lady”) combines in one person the male and fémale principle, and in this singularly 
beautiful conception of a divine incarnation of eternal youth the spiritual ideals of Hindu- 
ism have found an artistic interpreter who is modern, in the sense that he is not strictly 
bound by the,canons of Hindu ritual, but yet truly inspired by the highest art traditions 
of Buddhist and Hindu India. A 
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If circumstances had been different, Mr. Nanda Lal Bose, like his teacher, would have 
found wider scope for his artistic powers in mural decoration than in book illustration. 
His strong decorative sense is well shown in “The Trial of the Princes," Plate 72 A, one 
of a series of coloured illustrations for the Mahabharata, many of which are admirably 
adapted for fresco or tempera painting in a public or private chitra-sala. The story as 
told in the epic is as follows : : 

Drona, the great master of Yoga and teacher of the Pandava Princes, wishing to test 
their skill in archery calls them together and, pointing to the target, an artificial bird he 
has placed on the top of a tree, asks Yudhishthira, the eldest, what he saw. “I see, sir, 
my brother, the tree and the bird,” was the reply. Bidding him stand down, Drona 
repeated the question and received the same answer from the others until he came to 
Arjuna, his favourite pupil. “Tell me now, Arjuna, with bow bent, what do you see— 
the bird, the tree, myself, and your friends ?" “No,” said Arjuna, “I see the bird only, 
neither yourself, nor the tree!” “Describe the bird," said Drona. “I see only a bird’s 
head,” replied Arjuna. “Then shoot,” cried Drona, and the next instant the arrow hit 
the mark and Drona embraced Arjuna with delight as a perfect Yogi in the arts of war. 

An earlier work by Mr. Nanda Lal Bose, “Sati,” Plate 72 B has for its subject the 
tragedy of Indian wifehood. The young widow, breathing a silent prayer in her last 
lament, interpreted in Mrs. Sarojini Naidu’s beautiful lines, prepares to throw herself 
upon the funeral pyre of lier dead husband. Mr. Bose, like the Indian poetess, has been 

, inspired by the tender pathos of the scene, rather than by the horror which too often 
accompanied it. A 

Mr. Asit Kumar Haldar's range of subject inclines more to the lyrical than the epic 
mood, but he, like many others of the school, joins the feeling of rhythmic beauty in 
decoration to real poetic inspiration. He may sometimes offend the academic eye in 
mere matters of representation, idiosyncrasies found in the work of many great masters. 
Dr. J. H. Cousins justly observes in his monograph? that “to attain to intellectual vir- 
tuosity, Mr. Haldar and his fellows would have to shut themselves out from the thrill 
of Ananda (joy) that appears to flicker through every line of their work.” 

Rasa Lila,” the Dance of Krishna, Plate 73, has technical weaknesses which may jar 
on delicate academic nerves, but it is beautifully composed and most artists, I venture 
to think, will join in Dr. Cousins’ warm appreciation : 

~ Ostensibly it is a picture of a moonlight cloud moving across the sky. But superim- 
posed on the cloud is a procession of figures in stately dance. In the centre is Shri Krishna 
playing on his flute, and before and after are Gopis (his girl-companions), drifting with 
him and with the cloud across the background of night. There is a solemn joy in every 
lineament of every figure—a spontaneity of chaste delight controlled by some ritual of 
beauty and truth, which, because it is essential, has no sense of being imposed. We 
feel that the song of the procession is ‘wise and lovely,’ as Shelley called the songs of 
Silenus, notwithstanding the ill-reputation of the sylvan divinity. The loveliness of Mr. 
Haldar's' Rasa Lila’ is on the face of it. . . . If an artist born in Christian tradition were 
to paint a picture expressing what is wrapped up in the Hebrew poet’s exclamation— 

“The heavens declare the glory of God and the firmament showeth His handiwork,’ he 
would touch the significance of‘ Rasa Lila’ with this difference, that to the inner eye of the 
Indian artist the cloud is not an objective manifestation of a quality of the Creator, but is 
essentially Himself. Purusha, the Divine energy, gives out the music of his creative 
desire, and Nature (prakriti) in all the alluring variations of one substance moves | 
rhythmically in response. Our artist, 1f he were a poet in words, as he is in colours, could | 
not sing, as Wordsworth did, “I wandered lonely as a cloud.’ To him there is no lonely 
cloud, for it is the dancing feet of the Lord of Love that speed them along the sky.” 
See “Myths of the Hindus and Buddhists,” by Sisteí Nivedita and Ananda Coomaraswamy (Hairap). 

“Modern Indian Artists,” vol. ii (Probsthain & Co.). Y š ' 
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Bundi School, dated V.S. 1739 1052 A.D. Collection of Sit C. D. Gujarati, 
y | An inseription at the back can be inter- 
The hero is trying to embrace the heroine 


Hero and Heroine in a Pavilion. | 17 
: OQ 
Bombay. ‘This is one of the earliest dated paintings of this School. 
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Plate 74, “The Flight of Lakshman Sen," is a very able work by the late Mr. Surendra “5 
Nath Ganguly, whose early death cut short a most promising career. It illustrates a i 
well-known incident in the history of Bengal. The last representative of a long line of | 
famous Brahman kings, surprised in his palace at Nüdiah by Pathan raiders, saves him- 
self by a staircase leading to the river, where the royal barge is waiting. 

It is manifestly impossible to do full justice to the New School of Calcutta in a few i| 
selected examples by three or four of its artists, though they will suffice to show the j 
reality and sincerity of the revival. The deeper significance of the movement lies, how- 4 

ሬ ever, not so much in its actual accomplishment, as in the clear evidence it gives of a 
spiritual resurrection, of the re-awakening of the artistic soul of India from the narcotic 
slumber, induced by the deadly drugs of a soulless pedagogy, in which there are never | 
dreams of beauty or visions of a fairer world. 

Should we take the re-awakening as a challenge or as an inspiration to the Empire ? 
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THE INDIAN PROCESS OF FRESCO BUONO ` 


D SA Rude 
"The chief difference between it and the Italian process of fresco buono is that the colours are united to the 

plaster. ground by mechanical action (beating with trowel and polishing) as well as chemically, by the action 
| of the lime. The Indian fresco is given a highly polished surface, which in the dust-laden atmosphere of India 
ı great advantage, as it prevents accumulations of dirt, and enables the wall to be cleaned with a dry duster 


‘interior decoration the colours are absolutely permanent. The plaster is exceedingly durable, and 
«cept when saltpetre (which eventually destroys any lime plaster) rises in the walls it is not affected by a 
np atmosphere. In the dryrclimate of Northern India it was often used for external decoration by the 
nd it is quite suitable for this oh walls which are not fully exposed to the monsoon rains, or are protec- 


when saltpetre rises in the walls, owing to the absence of an effective damp course, it is more durable 
mmon plaster, and it can easily be repaired from time to time. But in this case an upper story, to 
he saltpetre does not rise, is more suitable for pictures or for elaborate decorations. For native houses, 

inmates have not adopted the European habit of wearing boots, this plaster is strong enough to be 
; and formerly floors were sometimes painted in fresco, which, with its finely polished surface, 
ይ “ones of inlaid marble. The E lime, owing to its having a large percentage of alumina, 


THE PREPARATION OF THE LIME FOR THE GROUND 

ሜሪ 

erfectly slaked to prevent blisters appearing in the ground. It must remain under water 
ough a much longer time is desirable. Then mix with the lime a quantity of powdered 
nd, double in weight of the dry lime. Stir the mixture, and add water to make it 
- Grind the mixture on an ordinary curry-stone. This plaster can be used on brick 
wooden EE is used mix the plaster with sugar, powdered methi (Trigonell— 


n 


it well in the ces way, until it becomes at least a quarter 
ry completely. The operation lasts three or four days. 


e requires very careful preparation. It must 
ds water for months ; a year is said 
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` 
Giri Govardhan—The Lifting of Mount Govardhan, by Majnu. Kangra Kalam, late ıSth century. Bharat Kala 
Bhavan, Banaras. When Krishna stopped the worship »f Indra, the God of Rain, the latter was annoyed and sub- 
merged the countryside of Vraja under a torrent of rain. ə Thereupon Krishna lifted the Govardhan mountaia and held 
it up for seven days thus saving the cowherds, the gopis and the gopas, and their cattle. The miniature depicts the 
scene when men, women and cattle are gathered under monat Govardhan which Krishna holds Slot like a mighty 
" umbrella. > 


' ` 
D (Courtesy, Lalit Kala Akademi, New Delhi, › 
` š A 5 
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to be desirabe for the very best work. Then curds are mixed with the lime in the propgrtion of half a seer of 
curds to half 8 maund of dry lime. Stir the mixture well, and let it stand under water overnight. Next day 
drain off the water and strain through a piece of fine cloth. Let it stand again under water till next day, and 
continue this process for at least a week. The purity of the lime will depend upon the number of times this 
operation is repeated. Care must be taken that the lime thus prepared is always kept under water ; if allowed 
to dry it will be useless. 


THE LAYING OF THE FRESCO GROUND 


Wet a portion of this plaster ground prepared as above as much as can be painted and finished in a day. 

If the ground is too wet it will come off with the rubbing-stone ; if insufficiently the ground will dry too quickly 
and the colours will not be permanent. Then mix some of the plaster of the ground with the fine prepared 
fresco lime, adding water to make it the consistency of cream, and apply this mixture to the wet wall with a 
large brush ; rub it well over the ground with a flat stone so as to work it well into the surface. Give two 

or three coats, fubbing it with the stone every time. Then apply three or four coatings of the prepared fresco 
lime only, rubbing it as before with the stone. When it is a little dry and sticky polish it with an agate ° 
polishing-stone until the surface is quite smooth and glazed; the ground is then ready for painting. 
Considerable practice and dexterity are needed in this polishing process. 

The process for preparing the beautiful polished white walls which were formerly common in the best houses in 
Madras and Calcutta, was supposed to be a lost art until I pointed out that it ¿vas identical with that used for ° 
Ereparing walls for fresco painting. The wallsin Government House, Calcutta, were lately renewed under Lord 
Curzon’s orders by workmen imported from Jaipur for teaching fresco painting in the Calcutta Sghool of Art. > 


n 


THE PAINTING 


The drawing, first carefully made on paper, is transferred to the prepared wall by the usual method of pricking 
and pouncing the outlines. The colours are mixed with water, ground fine, and strained through a cloth. 
Gum is added fo all the colours except black, which requires glue. The painting must be finished in one day, 
while the ground is wet, as in the Italian process of fresco buono ; but if necessary retouching can be done the 
following day, provided that the painting is kept wet by covering it with wet cloths. When the painting is 
finished, beat it all over very evenly with a small thick trowel until the surface is quite smooth. Then scrape 
the oily liquid from the inside of a cocoa-nut, and, after heating it, apply it to the surface of the painting and rub 
it gently with a dry, clean cloth. The painting must then be rubbed with a small agate polishing-stone until A 
it acquires a surface like polished marble. When the plaster is thoroughly dry the colours are quite permanent, 
and the painting can be cleaned from time to time by syringing it with water or dusting it with a dry duster. 


COLOURS USED IN JAIPUR FOR REAL FRESCO 


Hindustani name. English. 5 
Haza patthar. Terra verte. 
E Pilá patthar. Yellow ochre. 
Lajward. Ultramarine (lapis). 
Hingúl. Vermilion. 
Sindúr. Red lead. 
Nil. 
° Kajal. Lampblack. ” | 
Koela Ivory black. i ኔ 
China. Lime. ° 5 ዒ. 


5 
The following colours can also be used: Raw siena, burnt siena, raw umber, burnt umber, Naples yellow, 


Venetian red, green oxide of chromium, cobalt blue. " * 
. o . ° 
. . 
. . o 
° ና 7 ° `. ° . 
2 
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፲፲2 INDIAN SCULPTURE AND PAINTING 


2 THE AJANTA AND SIGIRI FRESCOES. 

The ground on which the Ajantä paintings were executed appears to have been composed of pulverised 
trap, mixed with clay and cow-dung, laid on the roughish surface of the rocks to a depth varying from a quarter 
to half. an inch. Sometimes rice-husks were added, especially:on the teilings. Over this ground was laid the 
intonaco of this smooth plaster, about the thickness of an egg-shell, upon which the painting was done (Mr. 
John Griffiths, “Ajanta,” vol. i, p. 18). 

At Sigiri the ground was a thickness of about half an inch of tempered éarth and kaolin of a reddish brown 
hue, strengthened with rice-husks and perhaps shreds of cocoa-nut fibre. Upon this were laid at least two 
coatings of white china (lime), a quarter to half an inch thick (Mr. H. C. P. Bell, “Journal R.A.S., Ceylon,” 
vol. xv, p. 114). 


NOTES ON TA DIAN PAINTING PROCESSES, SUPPLIED BY MR. ISHWARY PRASAD, Te. ACHER IN THE 
CALCUTTA SCHOOL OF ART 
Paper for Miniature Paintings | 
The papers used were of three kinds: (r) called bavsaha, made from crushed bamboo, (2) tátaha, made 
from tat, or jute, (3) tulat, made from tula, or cotton. 
"A smooth enamelled surface,was given “to the paper by placing it face downwards on a polished stone and 
rubbing the back of it with a polisher o . 


1 . ta 


ጀጋ iy ° | Tracing Paper (Charba) 


This was prepared from deer-skin. Drawings were transferred by pricking and pouncing with charcoal 
powder. For fine work the charcoal was made from the arahar plant (Cajanus Indicus) ; for ordinary work 

ኣቄ charcoal made from mango-tree twigs was used. ae 

Brushes were made from the hair of a squirrel's tail. Worn brushes were carefully kept tor fine outtine 
work. Dr. Coomaraswamy says that in Ceylon brushes for drawing fine lines are made of the awns of teli 
tana grass (Aristida adscensionis), and are admirably adapted to their purpose. 

The first outline was always made with Indian red. (gairika—a red used by mendicants for colouring their 
cloths) used without gum. The finishing outlines were made with lampblack; prepared by burning a camphor 
wick in a mustard-oil lamp. 

- Mediums.—Ihe mediums used with the colours were Water, 2:69) Eue sugar, and linseed water, 

-Gold.—The best gold was known as Panna gold; obtained from the Panna State Gold Mines. The gold 
size was made by boiling fourteen ounces’ weight of gum and two ounces’ weg of sugar in four ounces of 
water ; when cold it was ready for use: . z 
The following are the technical names of the principal processes of E 
-— bina. —Drawing | a sketch of the picture with a brush eee in. water ‚only; the paper, when dry, has 


| D different parts of the picture with darker tones. Saya touches are only put 
1 feet, folds of. thë: dress, and. accessories.such às furniture; never on the sky or 


° 
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Lady Surprisedeat the Bath. Bundi School, ር. 1775 


A.D. Prince of Wales Museum of Western India, Bombay. The lady is shawn 
throwing a robe with brocaded ends oter her body as she turns her fece away 


atine sight of the prince. The heavy shading noticeable 

in the face of the prince and around? the lady's bust is a prominent characteristic of this group of miniatures and indicates a strong 

Mughal influence of the second half of the 18th century. “Though lacking exquisite finesse, this painting has been déne in a bold and 
CC-0. Gurukul Kangri University HAAAWAL CBM Digitize by,83 Foundation USA 
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(b) Susma.—To use different colours in giving relief to an object. ነ 

Sta-kalam (ink-brush).—Finishing the whole picture with ink-lines of varying thickness and strength. 

Gula-pamba (chrome yellow and Chinese white).—This was used instead of gold in painting jewellery, etc. 

Sufada.—To paint bright spots in the picture, such as the white of the eye, pearls, and jewellery, with touches 

of white. 

J arab.—In this process real pearls and precious stones were stuck on to the picture (see illustration, Plate 
49A). 

Grounds for tempera painting on cloth, wood, and walls: 

Cloth.—For first-class work, boiled and liquefied khoi (parched paddy) mixed with gum =, part. For 
ordinary work, rice starch mixed with linseed water ቋ part , and gum ;- part. 

Wood.—Glue and sugar + part, a pinch of alum and a tablespoonful of shellac, boiled together. 

Walls.—Chalk and milk 4 part, milk curd 4, sugar z; and a little yellow ochre. 

Dr. Waddell, in his “Lamaism in Tibet," p. 331, describes the method of preparing the ground for the sacred 
banners which are hung in Buddhist temples and monasteries : 

“The cloth used is canvas or cotton, seldom silk. It is prepared by stretching it while damp on a wooden 
frame to which a margin of cloth is stitched, and its surface is then smeared with a paste of lime and flour, 
to which a little glue is sometimes added. On drying the surface is rubbed smooth and slightly polished 


by a stone, and the drawing is then outlined either by hand or with a charcoal crayon. In the more technical 


subjects a stencil plate is used.” ° 
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APPENDIX II 
AN OUTLINE OF RAJASTHANI PAINTING 


By 
PRAMOD CHANDRA 


The regions of Rajasthan and Gujarat, closely connected culturally, hold an important place in the history 
of Indian painting, particularly in the Muslim period when indigenous art traditions continued to be preserved 
here while they almost disappeared from other parts of Northern India. The Western Indian style, the 
- earliest records of which (apart from some wall paintings) date from the period of the Turkish invasion, conserve 
the decayed and disintegrated elements of the ancient tradition, even if unconsciously, from the ııth to almost 
the beginning of the 17th century A.D. Though the majority of the extant examples in this style come from 
Gujarat. there is little doubt that the style was also prevalent in Rajasthan during this time. Indeed it has 
been suggested by some that the style may have originated in Rajasthan itself, chiefly on the basis of Lama 
Taranatha's statement that theSchool of the Ancient West founded in the 7th century A. D. was established by 
Sringadhara, an artist from Marudesa (modern Marwar). 
.. There are, however, not many paintings i in the Western Indian style that can be definitely ascribed to Rajas- 
E ‘than. One of the earliest of these is the Savaga Padikamana Sutta Chunni painted at the fort of Aghata 
_ (modern Aher near Udaipur) in A. D. 1260 during the reign of the Guhila Tejahsimha.! Another interesting 
ds = document from Rajasthan in the same style is a manuscript of the Supasanahachariyam, illustrated and written 
in A.D. 1422-23 at Devakulavataka in the country of Medapata during the reign of Rana Mokala.? The thirty- 
4 seven illustrations of this copy are fairly elaborate, and some of them occupy the entire area of the page, y 
ut is somewhat unusual for illustrations of this style. 


over ave hundred years, during which time it became prevalent all over India. It is only about the 
je 16th century that we begin to observe marked changes that culminate finally in the formation of 
ed the Early Rajasthani School—one of the principal glories of Indian art. These changes are 
a recently discovered manuscript of the Adipurana dated A.D. 1540 and discussed briefly by 
1 The characteristic protruding eye of the Western Indian style is absent, and the costumes, 
ig conventional, are contemporary, including characteristic kulahdar turbans and ankle length 
can feel a new vitality in many of the illustrations and though the older elements survive, there 
Xt that great changes are in the offing. It is not certain whether these changes first took place 
or the Adipurana manuscript was painted at Palam near Delhi and the illustrated manuscript 
dhi romance Mrigavati (Bharat Kala Bhavan, Banaras) in a very similar style was probably done 
dhi is a dialect restricted to the eastern U.P. and the script in which the romance is written is 
confined to that part of the country and Bihar. 

1 1565 A.D. a new element was introduced in Indian painting with the establishment of 


icence than had been painted in India for at least five hundred years. The artists 
ced under Persian masters, but were mostly Hindus, drawn from various parts of 
sujarat and U.P. It is natural therefore to expect Mughal influence to have 


EMT Jaina Ms of A.D. 1260," Eastern Art, II (1930), pp- 237-240. 
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Illustration from a Ms. of Kalpasutra. Painted at 
Jaunpur, A.D. 1465. 


area 


Dainted book cover 


4 


Western Indian style, C. 13th century A.D. (Courtesy, Muni Punyavijaya, Ahmedabad). 


1D), ? Illustration from a Ms. of Kalpasutra. Painted at Jaunpur, 


^ A.D. 1465. 
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A. Folio from a Ms. of Sangrahani Sutra, C. 1583 A.D. (Courtesy, Muni Punyavijaya, Ahm 


Any ሸው. 
Sg NUN 


B. Illustration from a Ms. of Balagopala Stuti. 
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` Adipurana of A.D. 1540 to produce a group of paintings represented by the illustrations of the Laur-Chanda 
(Punjab,Museum, Simla) the Chaurapanchasika (collection of the late Mr. N. C. Mehta, Bombay), the Gita 
Govinda (Prince of Wales Museum of Western India, Bombay) and the Bhagavata Purana (Bharat Kala Bhavan, 
Banaras).4 Here Mughal influence is apparent, not only in the treatment of costume but in the generally richer 
and more sumptuous effect of the paintings. The provenance of this group has not yet been accurately deter- 
mined, though formerly they had been vaguely assigned to Rajasthan. It would not be surprising if they 
were actually painted in U.P., though a wider diffusion of this style, particularly in Rajasthan and Malwa, 
is quite possible. Not only does the Adipurana of A.D. 1540 from which this group has clearly developed 
come from Delhi, which is linguistically and culturally a part of U.P., but the Laur-Chanda and Mrigavati 
as mentioned previously, are poetic compositions in the Avadhi dialect which is spoken only in certain areas 
of eastern U. P. That U. P. had an art tradition of long standing is evident not only from the fine Kalpasutra 
done in the Western Indian style at Jaunpur in A.D. 1465 (Plate 75 C and D) during the reign of Husain Shah 
Sharki but also from the names of a large number of painters in Akbar’s atelier, specially those belonging to 
Ahir and Konhar? castes, who came from that area. It is also significant to note that Banarsidas, a Hindi 
poet of the Akbar period, mentions the flourishing state of artists at Jaunpur in his memoirs entitled Ardha- 
kathanaka.* The date of the Chaura-Panshasika group on the basis of stylistic advancement over the 1540 " 
manuscript and resemblances to certain technical features of Mughal painting should probably be somewhere 
in the last quarter of the 16th century A. D. 

The Mughal school also travelled to Gujarat where the Western Indian style was lingering on. In the 
face of this new school rapid changes were effected, and the Sangrahani Sutra of A.D. 1583 in the collection 
ef Muni Punyavijayajiand painted at the village named Matar in Gujarat (Plate 76A), as wellas the Uttaradhya- 
yana Sutra of A.D.1591 (Museum and Picture Gallery, Baroda)’ indicate the nature of this transformation. , 
The protruding eye, a hallmark of Western Indian painting, disappears, the draftSmanship becomes consi- 
derably smoother though some angularity is still noticeable, the treatment of the architecture is more varied, 
and the men wear contemporary costumes of the Akbar period including the typical atpati pagri. The minia- 
tures have none of the magnificent quality of the U.P. style but their vigorous primitive energy also bespeaks 
the birth of a new idiom. 

However, one cannot be certain that it was only duiing the Akbar period that Gujarat painting took a new 
direction. In this connection a data representing Parsvanatha with attending gods and goddesses? is of special 
interest. Though Western Indian elements such as linear draftsmanship and strong colours are present, yet 
the protruding eye is absent. It is also significant that the costume is not of the Akbar period at all, but 
conforms to the type depicted in earlier Jaina manuscripts. The figure drawing lacks the exaggeration of the 
Western Indian style and is instead flowing and careful. The temple architecture, the treatment of moun- መ 
tains, tlre introduction of geese patterns as dividing panels, and the decorative treatment of animals and birds, ë : : 
are stylistically of at least the middle of the 16th century, and there is no foreign influence of any kind 
discernible in the composition. 

A proper search of Gujarat Bhandars should yield much more interesting materials of this nature. In any 
case Gujarat seems to have been a flourishing centre of this early Rajasthani style, and several newly dis- 
covered manuscripts testify to this importance. Among the finer ones is a Sangrahani Sutra and a manuscript 
of the Uttaradhyayana, similar to the Baroda manuscript, is in the Devasano Pada Bhandar. Hindu woiks 
were also illustrated in this Gujarati version of the early Rajasthar.i style, and amongst the finest is the Bhaga- 
vata Dasamaskandha in the Jodhpur Library? and over a hundred leaves illustrating the Gita Govinda of the ` 
early 17th century in the collection of the late Mr. N. C. Mehta.!? Gujarat continued to produce works in 
this style, and amongst the better kind of work done can be mentioned the Salibhadracharita of the early 17th ) 
century A.D., Sangrahani Sutra dated A.D. 1649 and a fine Ms. of the Balagopala Stuti of c. 1660 (Plate 76 B) 

4 Ibid. E ° ፡ x n 

5 . . nrc AND š 
wan ees of the Konhar canta retain houses, የ tio satan apak HE EEG 
to this caste (Konhars) and not to the caste of palanquin bearers (Kahars) as is commonly supposed. ነ 

* See Nathuram Premi (6ሷ.), Ardha-Kathanaka, Bombay, 1957. 4 


7 Numerous illustrations of this manuscript have been reproduced in Norman Brown, Manuscrip # 


dhyayana Sutra, New Haven, 1951, as MS JP. 1 
$ Moti Chandra, Jaina Miniature Painting in Western India, Ahmedabad, 1949, Pl. 188. | 
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፲፲6 INDIAN SCULPTURE AND PAINTING 


all in the collection of the Prince of Wales Museum of Western India. 

It should be apparent thus that the period from roughly second quarter of the 16th century A.D. to c. 1610 
was a time of great artistic ferment. Indian painting was undergoing rapid changes, changes which were 
moving more or less in one direction, namely, in the growth of a new style that is now called the Early Rajas- 
thani School, from the fact that the great majority of paintings come from Rajasthan. The earliest known 
dated examples, however, do not seem to belong to that area but this may be just a matter of accident. It is 
only with the Ragamala set painted at Chawand,!! the capital of the gallant Rana Pratap, in 1605 and now 
chiefly in the collection of Gopi Krishna Kanoria that we come to the first dated paintings that can be definitely 
assigned to a Rajasthan provenance. It is a significant fact that the powerful paintings, full of a primitive 
emotional quality come from Mewar which becomes the most important centre of the Early Rajasthani School 
and retains this position to at least 1680 when this early phase of Rajasthani painting comes to an end. 

The commonest themes of this school are incidents from the life of Krishna, the nayika bheda of contemporary 
Hindi poetry, illustrations to the Hindu epics like the Ramayana and Bhagavata Purana, pictorial representa- 
tions of Ragas and Raginis and the various seasons and erotic scenes. The school is essentially abstract and 
symbolic in nature, and Mughal influence, though important technically, is but an unfelt presence, the Early 
Rajasthani School preserving its idealistic and imaginative character against the realistic and naturalistic 
tendencies of the latter right up to the last quarter of the 17th century. In the treatment of the human figure, 
we notice that the faces are all in profile with large eyes, pointed nose and double chin, while the setting is 
architectural or natural, or very often a combination of both. The lines are vigorous and the figures they 
enclose, ardent and energetic. ¿The colours, though limited, are warm and glowing and used with brilliant 
effect. o ር 

The Early, Rajasthani School of Mewar!” reached the peak of its development in the reign of Jagat Singh 
(A.D. 1628-1652) (Plate77A) to which period belongs the magnificent illustrations of the Bhagavata Purana 
painted by Sahabdi in 1648 (Bhandarkar Oriental Research Institute, Poona). Another work illustrated by 
the same painter is the Sukar Kshetra Mahatmya dated A.D. 1655 (Sarasvati Bhavan Library, Udaipur). In 
the same Library is a large manuscript of seventy-seven folios, all of them illustrating the Arsh Ramayana 
painted in Chitor. The magnificent Ramayana, now in the collection of the Prince of Wales Museum of Western 
India and Sir Cowasji Jehangir, Bombay, is dated 1649. The colophon says that the manuScript madesfor 
one Acharya Jasvanta, was copied by Muni Hirananda and painted by Manobar at Udaipur. The fine Raga- 
mala set in the National Museum of India,!? the Rasikapriya of Kesavadas in the Bikaner Durbar, and the 
Sur Sagar in the collection of Gopi Krishna Kanoria also belong to the reign of Jagat Singh. There is a paucity 
of definitely dated material after him, but judging from the examples that survive it is apparent that the fine 
traditions of Mewar painting were continued in the reigns of Raj Singh (A.D. 1652-1680) and Jai Singh (A.D. 
1680-1698). Slowly Mughal influence asserts itself and the Mewar School begins to undergo a subtle trans- 
formation, rich and pleasing at first, but leading ultimately to the banalities of the 18th century. 

A charming offshoot of the Mewar School is the Early Rajasthani style of Bundi, of which few specimens are 
tobefound. The earliest dated example known is a painting showing lovers standing in a garden dated A. D. 
1692 (Prince of Wales Museum of Western India).1* The deep indebtedness to Mewar is obvious, but the 
Bundi paintings possess a delicacy of lines and lyrical feeling that marks them as constituting a school apart 
(Plate 78B). 

— — Some very fine paintings of the early Rajasthani school were probably produced in the region of Malwa 

N (Plates 77B, 79A and B and 80C). The exact part played by the school of Malwa in the history of Rajasthani 

TE painting is at the present stage by no means clear. Already in the early 16th century Malwa confronts us with 

! Bu the Western Indian style in the illustrations to a lovely copy ofthe Kalpasutra painted at Mandu 
A.D. 1. 


እ Mewar እ ያያ in the 17th Century, Lalit Kala Akademi, 1956, for a brief account of this school together 
eproductions. 
en discussed e Pramod sande, “A ር Set of the Mewar School in tho National Museum 
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Ragini Vasanta. An illustration from a Ragamala sepies. Mewar School, c. 1650 A.D. National Museum, New Delhi. 
Ragas and Raginis are melody motifs and in the literature of Indian music each has a more or less standardized pictorial 
formula for depicting it in form and colour. Ragyıi Vasanta is the melody motif of spring. Here Krishna*accompanied 
by two musicians, is performing a danég to the accompaniment of the flute. The painting is distinguished for the 

brilliance of its colours. The brilliant lacquer,red is used to great effect by the early Mewar artists. 


e (Courtesy, I*lit Kala A kademi, New Delhi)? ` 
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(0 c. A.D. 1500% are but a further development of the Manda style, treatment of the haman figure being very 
similar, though the protruding eye to be seen in the Mandu Kalpasutra is missing. Archer however is of the 
Opinion that the style of Malwa as evinced in the Niamat Namah is due to the Turkoman style of Persian 
painting current in the late 16th century at Shiraz, going so far as to state that the manuscript represents 
“the Turkoman style of Persian painting in the process of being adjusted to Indian requirements."16 Thisis 
overstating the case by far, as an examination of the Mandu Kalpasutra will immediately demonstrate. The 
style représented by the Niamat Namah miniature appears to be the result of a natural growth from indigenous 
tradition already found in the early 15th century and not based on the so called Turkoman style flourishing 
only in the late 15th century at Shiraz, though heavily influenced by it. All the elements of the Mandu 
Kalpasutra are to be found there except in the costume where we get the trellised Kulahdar turban, a 
common feature of the group of paintings from 1540 onwards already referred to above.!? 

The next series of paintings which we can more or less definitely assign to Malwa is the Ragamala set distri- 
buted in various collections including those of the Bharat Kala Bhavan, Banaras, the Allahabad Museum, 
Allahabad, and the National Museum of India. According to the colophon, the set was painted at Narsyanga 
Sahar (Narsinghgarh ?) by one Madhodas in A.D. 1680.18 On the basis of this somewhat tenuous piece of 
evidence, it is possible to ascribe several other paintings in the early Rajasthani style to Malwa, or at least the 
same provenance. Amongst the finer paintings of this style is the Ragamala set of 1652, now scattered but 
which is supposed to have an inscription with the date and the place name Nasratgarh and the set of ninety-one 
paintings of the Amarusataka in the Prince of Wales Museum.)!? , 

The Malwa School is characterised by its preference for architectural setting, scrupulously flat but well 
patterned compositions, good draftsmanship making decorative landscape and the conscious, sophisticated 
use of monochrome colour patches to give relief to the figures. The men and women too are drawn with great > 
delicacy, with slender bodies, small faces and large eyes. ኒ 

It is better, from the point of view of art history, to conceive of Malwa as including portions of Southern 
Rajasthan and Bundelkhandi or else it would be difficult to explain the Bundelkhandi inscriptions on the Rama- 
yana set (National Museum of India) done in a style which is almost indistinguishable from the Malwa style. 
The famous Boston Ragamala done in the same style as the Ramayana can also be assigned to the same region. 
The National Museum of India also has two fine sets illustrating the Rasikapriya of Kesavadas in the same 
style. 

Similar to the Early Rajasthani style of Malwa but in a somewhat varied idiom is abrilliant Ragamala set 
of about the mid-17th century A.D. (Bharat Kala Bhavan, Banaras) (Plate 79 A and B). It is allied to the 
Malwa style but seems to belong to a somewhat different local tradition, the treatment cf the human figure 
being bolder if somewhat sturdier, and clearly derived from the paintings of the Rastkapriya of Kesavadas 
dated AsD. 1634 (National Museum of India). The Bharat Kala Bhavan also possesses several leaves illustrat- 
ing the Ramayana” almost identical in style to the 1634 Rasikapıiya and possible of the same date. The group 
of paintings has sufficient individuality, constituting a distinct idiom. 

We have no definite dated paintings to show the existence of the Early Rajasthani school in Marwar, and 
whatever material we have from the state shows that the painting, popular with the rulers of Jodhpur, was the 
Mughal style and we come across several of their portraits done in the Mughal manner. As a matter of fact, 
the growth of Early Rajasthani painting seems to have little to do with court patronage, the preferred style 
of reyalty being the Imperial style of the Mughal court. It should, however, not be a matter of surprise if an 
Early Rajasthani school of painting related to the Mewar style was prevalent in this region as well, and pain- 
tings done in this manner, allied to Mewar but with certain local peculiarities, are to be found as isolated speci- 
mens in the museums of India. 

The productions of the Rajasthani schools during the 18th century, though extremely great in quantity, 


. 

15 W. G. Archer, Indian Painting, London, 1956, Colour Plate I. 

16 Archer, Indian Painting from Rajasthan, London, 1957, p. 19. : x : " 

17 The Prince of Wales Museum has recently acquired a very fine set ef paintings illustrating the Laur-Chanda fómance in a 
style reminiscent of the Niamat Namah. This and several other newly discovered documents will be the subject of a mono- 
graph to be published shortly. : ri 

38 See Khandalavala, “Leaves from Rajasthan,” Marg, IV (No .3), p. 55, Figs. 22, 25. > 

19 Moti Chandra, “An Illustrated Set of the Amarusataka,” Pringe of Wales Museum Bulletin, 1951-52, pp. 1-63. 

59 See Rai Krishnadasa, “Bharat Kala Bhavan Ka ek mahatvagurna chitra sangraha," Kala Nidhi, I (No. 4), Colour Plate 
3 etc, e A . 
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INDIAN SGULPTURE AND PAINTING 
seldo om ac ved the rith harmonies of the paintings of the 17th century. The local styles centred around the 
capitals of th "the various Rajput states developed idioms of their own, all of them showing a more pronounced 


uenced by Mughal art though not 1219 a certain lyricism, and the fluent use of bright and dazzling 
The Bundi style of the 18th century is one of the most pleasing. It owes as much to Mughal art 
ate 18th century as to the Mewar School of the 17th century. The short phase of Kishangarh painting 
of the mid-18th century is marked by the masterpieces of the artist Nihal Chand and inspired by the poetry 
nt Singh stands apart in Rajasthani painting as the very acme of a rich and technically accomplished 
‘extreme sophistication. 
th century, with increasing Western influence and consequent corruption of taste, the Rajasthani 
5 into its phase of decline. The works turned out by the last representatives of a dying tradition 
k ity and harmony of colour. The expression is insipid and the increasing competition from cheap 
Tin i citis were coming into vogue finally put an end to the last great phase of traditional Indian art. 


e 


A. A Great Feast. Illustration from a Ms. of the Ramayana. Painted at Mewar, A.D. g049. Š 
(Prince of Wales Museum, Bombay). ə 


o 
<> => ፎ ና 
o 
o 
o 
B. Scene from the Ramayana. Rajasthani School (Malya), C. 1650 A.p. (National Museum of India, New Delhi). 
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PREFACE ፲0 THE SECOND EDITION 


INDIAN “Art has now obtained a far wider recognition and a fuller understanding than 
it had when the first edition of “Ideals of Indian Art” was published. If it has not yet 
become a subject of general interest for the public, it is now treated more or less respectfully 
by our national museums : several able Indian writers have made valuable contributions 
to it, and European art critics, who before avoided it or gave it scant consideration, have 
become its appreciative exponents. 

I have not, however, found it necessary to revise the passages in this book which relate 
to opinions current at the time when it was first published, as my readers can easily mark 
the differences between then and now for themselves. Except for a few necessary correc- 
tions and additional notes the text remains unaltered. 
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INTRODUCTION 


IN the present volume I have attempted to fill up some of the particulars, unavoidably 
omitted from my book on Indian Sculpture and Painting, which are necessary for the 
full appreciation of the Indian esthetic standpoint. 

Convinced as I am that the learning of the orientalist, however profound and scientific 
it may be, is often most misleading in esthetic criticism, it has been always my first 
endeavour, in the interpretation of Indian ideals, to obtain a direct insight into the artist’s 
meaning without relying on modern archeological conclusions and without searching for 
ዒ the clue which may be found in Indian literature. I started with the premise that the 
0 Buddhist divine ideal, of which the great statue of Buddha at Anuradhapura is the type, 

el was not, as archeologists have generally assumed, a debased imitation of a Greco-Roman 
model, deficient in technical achievement for lack of anatomical knowledge, but an 
imaginative creation, purely Indian in origin, derived from the teaching of Indian Yoga 
philosophy which was adopted by Maháyána Buddhism. ፲ would maintain that no critic 
who begins with this archeological prepossession is capable of appreciating the beauty 
den sculpture and ‘painting, or competent to interpret the intentions of Indian 
artists. 

Š In the present werk I bring forward evidence from Indian literature which entirely 
Eo justifes my conclusions and explains more fully the origin of the Buddhist and Jain 
b. divine ideal and its derivation from the old Aryan heroic ideal as described in Indian 

epic poetry. The light which the Mahábhárata throws on this point is important, for 
it shows the affinity of Indian esthetic ideals with Egyptian, Cretan, and pre-Pheidian 
Hellenic art, a matter of the deepest interest to students of archeology. 

I have also endeavoured to indicate the inspiration of Vedic thought, which still per- 
meates the whole atmosphere of Indian life, as the originating impulse of Indian art and 

— the influence which links together all its different historic phases, not excepting the Mogul 

— period; but I differ entirely from the European critic whose usual attitude is to point 

10 the Vedic and early Buddhist period as containing all that is pure and spiritual in 


Indian thought, and to explain the succeeding Buddhist-Hindu epoch, until the advent 
— — of Islam, as a gradual relapse into superstition and barbarism. This error is, I think, 
— largely due to ignorance or misapprehension of Hindu artistic ideals, which also leads 
— Western critics to disregard the paramount importance of Indian idealism, not only 
- in Mogul art, but in the great schools of China and Japan. 

_ I am aware that in some cases the interpretation I have given to Hindu symbolism 
ay seem to lack the authority of Sanskrit texts; but art and literature do not always 
follow parallel lines, and the archeologists who have sought to interpret Indian art only 
— by literary knowledge have often gone woefully astray. Anglo-India needs more art 
| jin its archeology and less archzology in its art. 

l in my excursions into the new world of art which India has revealed to me I 
lired an intense admiration for the great monuments of the past, my interest 
rt is not of an academic or archaeological kind. It is centred in the fact that 

‚still a living thing with vast potentialities, of such unique value to India and 
d that it should be regarded as a great national trust which Great Britain is 
ır and duty to guard and maintain. If to the orthodox critics my en- 
1 to be excessive, I have the satisfaction of knowing that it is shared 
y of my fellow artists ; and the fault, if fault there be, is a venial 
of overpraise ; it cannot live or thrive in an atmosphere of contempt 
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. and depreciation. The half-hearted admirers of Indian art are those who do it most 


injury? 

It is not a Small matter, either for this country or for India, that Indian artistic ideals 
are so misunderstood and misinterpreted. For if a great national art affords a revelation 
of national thought and character more intimate, more complete and universal, than 
history, poetry, or romance can give us, the misapprehension or depreciation of its ideals 
by an alien governing race must inevitably sow intellectual antipathies, not less dangerous 
because they are often unconscious ones, which aggravate racial prejudices, create obsta- 
cles to that intimate social relationship without which a perfect understanding between 
different races is impossible, and are detrimental to good administration, especially in 
the vital problems of education. The mistakes engendered by such misunderstanding 
should be evident enough in the injury which has been done to Indian art, even in the 
efforts which have been made to assist it. 

It would be regarded as silly and inconsequent if a critic were to complain of the sculp- 
tors of the Sphinx that they knew not how to draw or model cats and dogs. Western 
methods of art-teaching in India, based on the assumption that Indian artists have been 
always ignorant of anatomy and perspective, are not less irrelevant and uninformed. 

The nation which governs India should not allow its state museums to lend themselves 
to the depreciation of Indian art in all its higher aspects. I am convinced that, with the 
spread of better knowledge, the whole consensus of artistic opinion in Europe will con- 

»demn such statements as those which appear in the official handbook to the Indian 
section of the Victoria and Albert Museum ; which reveal, also, the guiding principle in 
the whqle past administration of it: o Ç 

“The monstrous shapes of the Puranic deities are unsuitable for the higher forms of 
artistic representation ; and this is possibly why sculpture and painting are unknown, 
as fine arts, in India. ... Nowhere does their figure-sculpture show the inspiration 
of true art. They seem to have no feeling for it.... How completely their figure- 
seulpture fhils in true art is seen at once when they attempt to produce it on a natural 
or heroic scale ; and it is only because their ivory and stone figures of men and animals 
are on so minute a scale that they excite admiration." 

It is easy to understand, when such ideas are given authoritative official sanction in 
the state collections which are designed for public enlightenment, why many sound 
English art-critics are full of similar prejudices, and why Indian art is generally better 
appreciated on the Continent than it is in this country. I hope that the selection of 
some of the finest examples of Indian sculpture which I have made to illustrate this book, 
together with those given in the previous one on the same subject, will go far to correct 
the false impression of Indian art which all our national collections create, and indicate 
the direction in which the latter may be improved. 

But as the best illustrations are always poor substitutes for the originals, I hope also 
that they will inspire more art-students, Indian as well as European, to go and seek the 
trüth for themselves in the places where Indian art can be properly appreciated. They 
will then realise fully what a mangled and distorted version of it has hitherto been pre- 
sented to the Western art-world. 

It is difficult to argue with those who are so steeped in Western academic prejudices 
as to treat all Hindu art as puerile and detestable because it has chosen the most simple 
and obvious forms of symbolism, such as a third eye to denote spiritual consciousness— 
where the classical scholar would expect a Greek nymph, or a Roman Sybil, with an 
explanatory label—a multiplicity of arms to denote the universal attributes of divinity, 
and a lion-like body in gods and heroes to express spiritual and physical strength. Such 
critics seem not to appreciate the fact that Hindu art was not addressed, like modern 
Western art, to a narrow coterie of literati for their pleasure and distraction. Its intention 
was to make the central ideas of Hindu religior: and philosophy intelligible to all Hinduism, 
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THE IDEALS OF INDIAN ART 


to satisfy the unlettered but not unlearned Hindu peasant as well as the intellectual 
Brahmin. It does not come within the province of a critic to dictate to the artist 
what symbols he may or may not employ—to tell him that it is true art t^ use x, y, and 
2 in his esthetic notation, but not a, b, and ር ; or vice versá. 

In all great national art the artist invariably prefers the symbols which make the most 
universal appeal—those which are best understood by the people he addresses. He can 
only be rightly condemned if in the application of them he should offend against the 
universal laws of esthetic design and rhythm. Hindu symbolism is justified because it 
speaks straight to the heart of Hinduism and because it is used with consummate artistic 
knowledge and skill. 

That Hindu art was successful in its educational purpose may be inferred from the fact, 
known to all who have intimate acquaintance with Indian life, that the Indian peasantry, 
though illiterate in the Western sense, are among the most cultured of their class any- 
where in the world. A very competent and independent European witness, Dr. Lefroy, 
Bishop of Lahore, has testified from his long personal experience to the exiraordinary 
aptitude with which even the poorest and wholly illiterate Hindu peasant will engage in 
discussion of or speculation in the deepest philosophical and ethical questions. 11 is 
just because art has penetrated so deeply into national life in India that it demands the 
most careful and sympathetic study of every one of the governing class, whether he be 
artist or layman. In this respect, also, Indian art is a most valuable object-lesson to 
Europe; for the rehabilitátion ef art, music, and the drama on a national basis is one 
of the great neeás of Western civilisation. 

— Let the classical scholar by all means indulge his personal predilections privately, but 

those who hold Indian art up to ridicule and contempt are only condemning themselves 

= prholly unfit to control the policy of our state museums or to direct art-education in 
ndia. 

I must render acknowledgments for assistance I have received first to my wife, whose 
keen artistic intuition and sound judgment have been very helpful in the analysis of the 
examples chosen for illustration. To Mr. F. W. Thomas, Librarian of the India Office, 
and Mr. Abanindro Nath Tagore, Vice-Principal of the Calcutta School of Art, I am 
indebted for advice and ready help in my search for literary references. I am also very 
grateful for the help I have received in obtaining photographs from Dr. A. K. Coomara- 
swamy ; the Director of the Colombo Museum ; Dr. Henderson, Superintendent of the 
Madras Museum ; Mr. J. de La Valette; Mr. J. H. Marshall, C.I.E., Director-General of 
the Archeological Survey of India; Mr. T. Oppermann, Director of the Glyptotek, 
Copenhagen ; Mr. Edgar Thurston, C.I.E.; Mr. M. Veluyathan Asari, Assistant-Superin- 
tendent, School of Arts, Madras; Messrs. Johnston & Hoffman, of Calcutta, and 
Messrs. Nicholas & Co., of Madras. 
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CHAPTER I 


š THE ORIGIN OF INDIAN ART—THE VEDIC PERIOD 


UNDOUBTEDLY the most significant fact in modern Western art is that artists, dimly 
conscious of the limitations which the narrow conventions of the Italian Renaissance have 
so long imposed upon them, have been looking for many years once more to the East for 
new ideas and new sources of inspiration. It is still more significant of the gulf which 
separates Eastern thought from Western, that in this quest British artists have not 
turned at once to India as the primal source from which the main current of Eastern 
idealism ከቧ5 always flowed towards Europe, but to China and Japan, which during the 
greatest periods of their art-history were themselves dominated by the influence of that ኣ 
same mighty Indian thought-stream. 

The distinguished Japanese art-critic, Mr. Okakura, author of “The Ideals of the Fast,” 
has rightly insisted that, in the domain of art-philosophy, all Asia is one. But if we ' 
apply Western analytical methods to the exegesis of Asiatic esthetics, we shall never 
form any just or complete conception of them until wq have learnt to discard all our ና 
Western academic prejudices, and realised the paramount importance bf Indian philo- 
sophy and religion among the great creative forces which moulded Asiatic art. j 

Personally, I think that the scientific analysis of the Western art-historian is often very 
misleading. What art needs now, both in the East and in the West, is not analysis, 
but synthesis ; not a dissection of styles, methods, and principles, nor the determination 
of art-values by the Róntgen rays and the microscope, but a clear understanding of the 
great psycltic currents and intellectual movements which have created the great art- 
schools in different epochs and different countries ; and, above all, a clearer conception 
of the art-philosophy upon which these schools were founded. 

In this country especially, where philosophy is commonly held to have no practical 
bearing on life and policy, all our methods of art-teaching, since the sixteenth century, 
have become almost entirely empirical and unscientific in the true sense of the word. 
On the one.hand, the puritanical sentiment of the Reformation has tended to divorce 
art from religion ; and, on the other hand, our universities have uprooted the idealism 
of the Middle Ages, and substituted for the art-philosophy of Christianity an academic 1 
formula of their own devising, the influence of which has joined with modern materialism he: 
in destroying all our great national art traditions. 

Under the tyranny of this clerical and literary domination art has lost its power and 
influence in national education and dwindled into a special cult for a small and exclusive 
sest, whose dogmas are expounded by classical professors, whose places of worship are 
museums, picture-galleries, and exhibitions, and whose idols are the gods of pagan Greece 
and Rome. 

It is only in the East that art still has a philosophy and still remains the great exponent  — 
of national faith and race traditions. In Indian idealism we shall find the key to the ` 
understanding, not only of all Asiatic art, but to that of the Christian art of the Middle __ 
Ages. For the original source of this idealism we must look much further back than _ 
the visible beginnings of Indian art, as we now know them from the relics of early Budd 
worship, which date from the first two centuries before Christ. We must fully underst 
that the motive forces which are behind all art-creation often exist in full*strength lon 
before art finds concrete, visible expression „in literature and what we call the fi 
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፲26 THE IDEALS OF INDIAN ART ° 
Archeeologists djg in the ground and rummage among the ruined Buddhist stápas of 
Gandhara, and when they find innumerable statues of the Greek and Roman pantheon 
placed between Corinthian pilasters, they believe that here Indian art had/its main root, 
and that Hellenic thought first inspired the ideals of India. I 
Nothing can be further from the truth. Indian art reached full expression in the Indian 
mind many centuries before the Greco-Roman sculptors carved Buddhist images in the 
temples and monasteries of Gandhara. Indian art was conceived when that wonderful 
intuition flashed upon the Indian mind that the soul of man is eternal, and one with the 
Supreme Soul, the Lord and Cause of all things. It took upon itself organic expression 
in the Vedas and Upanishads, and though in succeeding centuries other thought-centres 
EC were formed in Persia, China, and Arabia, the creative force generated from those great 
E philosophical conceptions has not ceased to stimulate the whole art of Asia from that time 
to the present day. 
It is probably an unique phenomenon in the evolution of the world’s art that so many 
centuries elapsed between the complete expression of Indian thought in the Vedas and 
/ Upanishads and the full maturity of the technic arts, as revealed in the sculptures of 
Elephanta, Ellora, and Böröbudür, and in the best Indian Buddhist paintings from tne 
fourth to the eighth centuries A.D., the majority of which have perished. 
But when we consider the esoteric and exclusive character of early Aryan culture we 
shall begin to realise that what sees to be an abnormally slow development in the technic 
5 arts in Indian civilisation’ was deliberately willed as a part of the extraordinary precau- 
an tions taken by the early Aryan immigrants in India, and their allies, to prevent what they 
i believed 16 be their,divinely inspired wisdom being perverted by popular superstitions. 
Other races, as soon as they have perfected a written language, make haste to enshrine 
their most intimate thoughts within it; but the wisdom of the Vedas and Upanishads 
and the national religious traditions of the Aryans were always held to be too sacred to 
be materialised in any form, either in the written word or in the technic arts. If the 
intellectual aristocracy of the Aryan tribes refrained from committing their thoughts of 
the Divinity to writing, and strictly observed the Mosaic law, ‘‘Thou shalt not make to 
thyself any graven image or likeness of anything which is in heaven or earth,” it was 
certainly on account of the peculiar conditions in which they found themselves placed, and 
because they stood on a much higher spiritual plane than the races by which they were 
surrounded, and not from any lack of artistic genius. The proud Aryan had no missionary 
zeal: the fear of intellectual and spiritual contamination made him exclusive, His 
x religion was for the chosen people, for his tribe and his family ; but, above all, for his 
own Self, when alone in the forest, on the hill-top, or in the privacy of an inner room in 
the house, his soul could commune in secret with God. 

The poet-priests and chieftains who composed the Vedic hymns and expressed their 
communings with the Nature-spirits in such beautiful imagery, were great artists who 
gave to India monuments more durable than bronze; and already in this Vedic period, 
centuries before Hellenic culture began to exert its influence upon Asia, India had con- 

— ceived the whole philosophy of her art. It was the Vedic poets who first proclaimed the 
identity of the soul of man with the soul of Nature, and laid claim to direct inspiration 
. from God. Vac, the Divine Word, they said, took possession of the vishis, entered into 
the poet's mind, and made him one with the Universal Self. 

— — — This idea of the artist identifying himself with Nature in all her moods is really the 
ላች c “ke :ynote of all Asiatic art, poetry, and music. The whole theory of the sacrificial rites 
— expounded in the Brähmanas is based upon the assumed identity of the elements of the 
‚with the elements of the universe. ` The syllables of the Mantras recited by the priests 
1160] the seasons; the details of the sacrificial hearth represented the organs of 
an body ; the number of the oblations represented the months of the year, and 
The object of the sacrifices was +o bring the sacrificer into direct touch with 
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.the Nature-spirits. The devas themselves came down from heaven tg take part in the 

sacrificial feast, seating themselves upon the sacred kusha grass. “Formerly men saw 
them when thay came to the feast ; to-day they still are present, but invisible.” On the 
other hand, the correct recitation of appropriate hymns transported the soul of the 
sacrificer to the abode of the gods, just as a boat might carry him over the sea. 

From these ideas we can easily understand why the religious teachers and intellectual 
aristocracy of the early Aryans needed few concrete images, or symbols, to help them to 
realise the nature of the Divinity. When they saw the devas themselves sitting at the 
feast, and when men could transport themselves at will to the abode of the Shining Ones, 
what need had they of gods of wood or stone? The rishis declared : “The vulgar look 
for their gods in water; men of wider knowledge in celestial bodies; the ignorant in 
wood, bricks, or stones : but the wisest men in the Universal Self.” 

The Vedic period in India, though it produced no immediate development in what we 
are accustomed to call the fine arts, must nevertheless be regarded as an age of wonderful 
artistic richitess. The transcendentalism of Vedic thought which could satisfy the intense 
reverence of the Aryan race for the beauty they felt in nature with vivid mental images ኣ 
of the Nature-spirits is the opposite pole to the barbaric materialism of the present day, 
which is the negation of all art, and very different from the narrow view of Puritanism, 
which makes the sense of beauty a snare of the Evil One. 2 

Nor was the Vedic period entirely barren of art ih material form.! The elaborate 
rites of the Brähmanas called forth the highest skill of thg decdrative craftsman. In the 
description given in the Ramayana of the great sacrifice prepared by Vasishtha equal 
honour was accorded to the skilled craftsmen, “all those who wrought,in stone ahd wood," * 
who made the preparations, and to the priests who performed the rites ; and the priests 
themselves wrought the gilded posts to which the victims were bound, and which marked 
out the sacrificial area : 


» And now the appointed time came near 

The sacrificial posts to rear. 
They brought them, and prepared to fix 
Of Bel and Khadir six and six ; 
Six made of the Palásá-tree, 
Of Fig-tree one, apart to be ; 
.Of Sheshmát and of Devadár 
One column each, the mightiest far : 
So thick the two that arms of man 
Their ample girth would fail to span 
All these with utmost care were wrought 
By hands of priests in scripture taught, 
And all with gold were gilded bright, 

.“ To add new splendour to the rite: 
Twenty and one those stakes in all, 
Each one-and-twenty cubits tall ; 

And one-and-twenty ribbons there 
Hung on the pillars, bright and fair. 

፤ No art objects that can be definitely assigned to the Vedic period have yet been discovered. The gold repousse 
plaque of Prithvi found at Lauriya-Nandangarh and once thought to belong to the Vedic period is actually much later. 
Nevertheless the importance of the Vedas for a proper understanding of Indian art can no longer be denied. The Bud- 
dhist art of the first three centuries before the Christian era, for ekample, makes use of a well developed fconographic: 
symbolism in the exposition of what it has to say and Coomaraswamy has convincingly shown the origins of such well- 
known Buddhist symbols as the Dharmachakra, the earth-lotus and the Tree of Life actually to be th Vedic literature. - 
For a brilliant exposition of this point of view see his A New Approach to the Vegas London, 1933, and Elements of - š 
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Firm in the earth they stood at last, 
Where cunning craftsmen fixed them fast 
And then unshaken each remained, af 
bp. Octagonal and smoothly planed. 
E" The ribbons over all were hung, 
E The flowers and scent around them flung ; 
"= Thus decked, they cast a glory forth ° 
ER Like the great saints who star the north.! - 


zx. The carved posts were the models on which the elaborately ornamented pillars and 
ማውና pilasters of the later Hindu temples were designed. The lamps of the Fire-spirit, Agni, 
— ፡ and the libation vessels for the amrita of immortality, the soma juice, gave the types which 


are used even now in the temple services of Nepal, Travancore, and other parts of India 
where Hindu art-traditions are still alive. But the visions of the Vedic seers only materi- 
alised to the wonderful sculpture and painting of the great period of Indian art, before 
the Muhammadan invasion—that is, from the fourth to the tenth centuries A.D.— when 
Vedic literature was first committed to writing. 

Though the Vedic period may seem to Europeans so barren in artistic creation, it is 
of supreme consequence for the understanding of Indian art. For throughout all the 
many and varied aspects of Indian art—Buddhist, Jain, Hindu, Sikh, and even Saracenic 
—there runs a golden thread of Vedic thought, binding them together in spite of all their 
ritualistic and dogmatic differences. Even now, on the ghats of Benares, all Indian men, 
women, and children, forgetting for once sectarian and racial differences, daily join 
together in worship of the One God, in similar rites to those which the Aryan people 
used in the same spot three thousand years ago. There we may see, if we have eyes 
to see, that all India is one in spirit, however diverse in race and in creed. 

It is rather difficult for Europeans, bearing in mind the religious history of Europe, 
to understand that sectarian differences have never had quite the same significance in 
| India as that which commonly obtains in Europe. It would hardly occur to an Indian 
- who is a devotee of Vishnu to believe that his neighbour, who worships Siva, is on that 

account a heretic and doomed to everlasting perdition. Vishnu is to him that aspect of 
- the One Supreme which is most favourable for himself, his family, his caste, or his race: 
— therefore for his worldly and spiritual advantage he will concentrate his thoughts upon 
_ that aspect. Vishnu for him becomes also Siva, Brahma, and Parameshwar—the Lord 
of All; but he will not quarrel with his neighbour because he wishes to ascribe all the 
powers of the Supreme Deity to Siva, on any other aspect of the One. 

Sectarian disputes, culminating in bloodshed, rapine and torture, there have been in 
times enough ; but their origin has been more often connected with rights of pro- 
, political jealousies, or racial animosities than with differences of religious dogma. 
ription given by Chinese travellers of the fifth and seventh centuries A.D., of 
of Indian devotees of different sects meeting together in the same place, and of 
ersities attended by scores of professors representing as many different schools 
hy and religion is illustrative of the tolerance of Indian thought in matters 
India has always taught that Truth is absolute, but there are many ways of 
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A, B. Seals from Mohenjodaro, C. 3000 B.C (Prince of Wales Museum, Bomba 


C. Seal with Unicorn and Indus Valley script from Lothal. D. Figure of bearded priest, from 
š (Copyright, Department of Archaeology, Government of India). Mohenjodaro. P 
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Yakshi from Didarganj, Patna. 
(Patna Museum). 
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A. Avalokitéshvara. (From a statue at Borobudur, Indonesia). 


B. Vivhnu on Sesha. Ceiling slab from a temple at Aihole. C. th centary a.D. (Prince of Wales 


M useum, Bombay). 
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CHAPTER II 
. THE ECLECTIC, OR TRANSITION PERIOD 
THE spirituality of the Vedic age was gradually obscured, for a time at least, by the pt 
complicated ritualism of the Brahman priesthood, and it was the teaching of Buddha š 


which gave the next great impulse to the development of Indian art, widening the intel- 
lectual outlook and correlating the abstract ideas and spiritual vision of the Vedic age 
with human conduct and the realities of life. | 
But though Buddhism became the state religion and the dominant creed of the masses = 
at this peried, the term “early Buddhist art,” which archeologists apply to it, does not = 
convey a complete idea of all the influences which were then moulding Indian art. I de 
w®uld prefer to call it the Eclectic, or Transition period ; for it was the time when India * XR 
was collecting from every quarter of Asia the different materials out of which, in later 
times, the perfect synthesis of Indian art was formulated, and through which the visions 
of the Vedic age materialised in the technic arts of he great Buddhist-Hindu epoch.! 
e This Eclectic, or Transition period is the one which has hitherto been treated by archzeo- 
logists as the starting-point of Indian art: a cardinal “error which is due, in the first 
instance, to the modern scientific method of specialisation, whereby art is treated, not as, 
the fulland complete expression of all aesthetic ideas contained in po&try, music, painting, 
sculpture, architecture, and the other technic arts, but as a series of disconnected com- ` E 
partments, each one regulated by different rules and principles. And, secondly, to ` 
neglect of the fundamental principle upon which all art-history must be based, that — 
ag art is primarily subjective and not objective, we must always seek for the origin of thes 
great art-schools of the world, not in existing monuments and masterpieces or in the ` 
fragmentary collections of painting and sculpture in museums, but in the thoughts which | 
created them all. The Vedic period is all-important for the historian, because, except ` J 
for a very brief period of its history, the Vedic impulse is behind all Indian art. BU c 


2 መጠ 


1 The influence of Iran and West Asia on Indian art is well-known, but no detailed study of this problem in its va 
aspect$ has yeteappeared. Works of art belonging to the Harappan culture owe a certain amount to ancient Meso: 
mian forms and Heinrich Zimmer (Art of Indian Asia, New York, 1955, pp. 42-67) has traced the parallelism 
India and Mesopotamia with regard to certain basic iconographic conceptions such as gods standing on their c 
vehicles, “the Heaven-bird and the Earth-serpent," the close association of the serpent and saviour, etc. In the hi 
period beginning with the Mauryan age we also get definitely West Asian and Iranian features in Indian 
Mauryan palace excavated at Patna follows the pillared arrangements of the Achaemenid palace at Perse 
lotiform bell-capital, its combination with addorsed heraldic animals, the stiff posing of the celebrated 
Sarnath pillar (Plate 23B), the close imitation of the Persepolitan order of capital by the Pataliputra 
Pafha Museum to name a few, are all of ancient Oriental origins and survive up to a comparatively late perit 
art. y 


earlier, see an interesting article by C. L. Fabri, “Mesopotamia and Early Indian Art ; Comparisons, E 
me, Vol. I, Paris 1932, where the Mesopotamian influence on the stupa of Bharhut has sought to be esti 
of caution is to be uttered here, for it must be remembered that both Mesopotamian and Indian fo: 
rowing from each other, might be borrowing from another common source of which we may or may 
knowledge.—P.C. ° 

5 Since Mavell wrote, the starting point of Indian art has been pushed back to the third millennium 


those in Saurashtra, at Rupar and finally at Lothal, near Ahmedabad in Gujarat, which has yi 
quities including the well-known seals (Plate 82A, Band C). For an understanding of this extreny 
of Indian culture see John Marshall, Mohenjo-daro and the Indus Civilization, 2 vols., London 193 


Further Excavatiens at Mohenjo-daro, 2 vols., Delhi, 1940. Two recent and very readable accou 
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Except in the case of Saracenic art, it is not often realised what an important influence. 
in the development of art, especially Asiatic, has always been the strong religious pre- 
judice—which was as supreme in the Vedic period as it was in the Reformation in England 
—against the use of graven images or pictures in sacerdotal ritual. And the art-historian 
is too apt to assume that, so long as painting and sculpture thus remain under the ban 
of religion, the fine arts are non-existent and the artistic faculties are undeveloped. But 
this is by no means always the case, for thought cannot be suppressed by priestly interdict, 
and art will find its way notwithstanding. It is a profound mistake to regard the Indian 
Aryans as an uncreative or inartistic race; for it was Aryan philosophy, which makes 
all India one to-day, that synthesised all the foreign influences which every invader 
brought from outside and moulded them to its own ideals. 

E Throughout all the Vedic period the devas came down and sat at the feast, though they 
were only seen by spiritual vision, and did not reveal themselves to the vulgar. And 


Prehistoric India, Harmondswarth, 1959 and Mortimer Wheeler, The Indus Civilization, Cambridge, 1953. Brief 
accounts of the work at Rupar and Lothal are contained in Y. D. Sharma, “Past Patterns of Living as Unfolded at 
Rupar,” Lalit Kala, Nos. 1- 2 and S. R. Rao, “Excavations at Lothal,” Lalit Kala, Nos. 3-4. a 
Amongst the numerous antiquities unearthed, the large number of seals (Plate 82A, B, and C) carved with figure® of 
men and animals are extremely important for an appreciation of the great contribution of the Indus civilization to art. 
They are small objects, on the average less than 23" square, and consist of stone pieces that have been cut with a saw 
and finished with a knife and an abrasive. The carving, which is a kind of sculpture in negative relief, very much as 
the cave temples of Western India are archite¢ture in negative relief, was done with a small chisel and drill. The stone 
was subsequently coated with an akali and heated, this resulting in a white lustrous surface which has been commonly 
mistaken for steatite, slip (Wheeler, Indu? Civilization, p. 76). A wide range of animals, real and mythical, are rep- 
resented and these include the short-horned bull, the humped bull with heavy dewlap, rhinoceros, tiger, elephant and 
antelope. There is also aneox-like creature with a single long horn, referred to by archaeologists as a “unisorn.” The 
more strictly mythical animals are usually composite creatures, and one of the most interesting “has the face of a man, 
the trunk and tusks of an elephant, the horns of a bull, the forepart of a ram, and the hind quarters of a tiger with an 
erect tail,” while another has a single body with six heads of different animals. Amongst the human or divine figures 
represented on seals, the most interesting no doubt is the image of a god, sometimes shown with three faces, seated 
cross-legged in yoga posture and surrounded by various kinds of animals. He is considered by Marshall to be the 
prototype of Siva Pasupati, the lord of beasts. 2 
The style of work has received universal praise, and the artist shows a remarkable power of capturing the essence of 
form. “At their best," according to Wheeler, “it would be no exaggeration to describe them as little masterpieces of 
d controlled realism, with a monumental strength in one sense out of all proportion to their size, and in another entirely 
š 4 related to it.” Whatis even more remarkable, is that even at this remote period, the basic forms that were to determine 


the course of Indian sculpture throughout its history had already been formulated, the mature modelling of the bull 
carved in the seals finding a direct echo in the Asokan bull sculptured atop the Rampurva pillar over two thousand years 

later. o ና 
| This forestalling of the basic concepts of the Indian form is also to be seen in the marvellous torso of red sandstone 
from Harappa with gently protuberant belly, and reminiscent of the Lohanipur torso of the Mauryan period as well as 
the modelling of the colossal Yakshas of the post-Mauryan period. The plastic qualities are so remarkably alike that 
several authors have doubted the early dating of the statuette. A close study of the available evidence, however, leave | 

ሥሙ ==” 
4 


nodoubtas toits great antiquity. Thesculptor capable of capturing in such masterly fashion the animal forms depicted 

in the seals was certainly not incapable of treating the human form with the same mature ease, and the technique itself, 

ብ involving separately affixed heads, and plaster inlay, recalls similar techniques in pre-historic Western Asia. ‘The sum 

of evidence, therefore, suggests that naturalistic human sculpture which even foreshadows later Indian civilization and 

was essentially Indian.” (Piggott, Prehistoric India, p.187). The dancing figure of grey limestone, also from Harappa, 

M probably ithyphallic, and with separately affixed head now lost visualises another typical rendering of form in Indian 

art in which “facets and striations” are given emphasis rather than the ripe and smooth rendering of mass. 

The bust of a bearded man with a trefoil-patterned robe (Plate 82D) which is worn over the left shoulder lacks the 

_ maturity and excellence of the Harappan torsos, but is nevertheless an important produce of the art tradition of the 

— — Indus Valley civilization. The large eyes, which were once inlaid with shell, have compelling power, and the air of calm 

ajesty is unmistakable. The trefoil patterreof the robe was originally inlaid with a red paste, and Socket meant to 

a metal collar, probably of gold, survive at the base of the hair. It has been often suggested that this might be the 

portrait of a god or a priest-king, a possibility supported by Wheeler in view of the astral symbolism with the 

tern in Ancient Egypt and Mesopotamia. ^ 
delightful work of art from the Indus Valley, however, is not in stone but in bronze. The Dancing Girl 
-daro, with right hand laid on the hip, the left hand, weighed down with bangles, resting above the knee, 


፡ done head is marked by a wiry tenseness achieved by a marked attention to the human-body.—P.C. E 
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‚with art it is always so. We may lavish untold wealth in filling museums and galleries 
with the masterpieces of the world ; but to the gaping crowd the devas, though present, 
always remain unseen. 

Though Buddha denied the authority of the Vedas, he was himself a Hindu of the 
Hindus : and it was the philosophy of the Upanishads, systematised in the philosophical 
schools, which eventually dominated Buddhist art and made Buddhism a world-religion. 
But in the first part of the Eclectic period the prevailing influence is not the idealism of 

, Aryan thought, but the naturalism of the non-Aryan races which were converted to 

Buddhism. 

Asoka, the Constantine of India, raised the technic arts employed by Brahmanical 
ritualism on to a higher intellectual plane, and made the fine arts a potent instrument 
in national education, and in his propaganda of the Buddhist faith, which extended to 
many different parts of Asia. In the Vedic age the practice of the fine arts seems never 
to have been a priestly vocation, and the non-Aryan tribes probably supplied Asoka with 
the most skilful sculptors and painters. The members of the Buddhist Sangha were 
often skilled artists, and wherever the Buddhist missionaries went they took with them 
pittures and images to assist in expounding the sacred doctrines. 

In early Buddhist art, as we know it from the sculptures of Bharhut, Sänchi, and 
Amarävati, we can recognise two distinct groups of racial elements. One represents the 
vigorous if somewhat undeveloped indigenous Indian tradition doubtless belonging to 
the non-Aryan tribes, which, now released from the domination of the Brahman priest- 
hood, took a prominent part in developing a great natiorfal religious art. , 

But in this group must be included an influence originating in Central and Eastern, 
Asia déubtless brought by the tribes of the Sakas, Yuéh-chi and otHers which were then 
pouring into India over the north-west frontier. The other element, a less conspicuous 
one was an importation from Western Asia of the more polished and refined arts of the 
Persian school, then under Hellenic influence. 

„The stúpa of Bharhut, Plate 83A, with its pilgrim's procession-path enclosed by a 
sculptured rail, belongs to about the third century B.c.,! and is one of the earliest known 
existing examples of Indian art. It was one of the numerous monuments erected by 
the Buddhist Emperor Asoka, either to contain relics of Buddha or to mark the sacred 
places hallowed by his memory. The symbolism of the earlier sun and nature worship 
which survived in the Buddhist ritual is conspicuously shown in the plan of the stúpa,? 
with its circular rail divided by the four entrances at east, west, north, and south ; in 
the sculptufes of the Lokapälas—the genii defending the approaches to the earth—which 
flank the gateways, in the liorts carved on the columns, and in the great open lotus-flowers 
which decorate the rail, both of which are emblems of the rising sun. The stúpa itself, 
in its hemispherical dome simulated the blue overarching vault of the heavens; the 
tee, or pinnacle of stone umbrellas which crowned the summit representing the succession 

< of higher spiritual planes leading up to Nirvana. 

That Asoka made use of foreign craftsmen to assist in carrying out his colossal architec- 
tural enterprises is evident from the purely Persepolitan design of the clustered columns 
which flank the entrances, and from various details in the carving of the rail? At the 
. same time the sculptures bear witness to the existence, at this early period, of a characteris- 

tically Indian artistic tradition, far more virile, robust, and spontaneous than the later 
eclectic school of Gandhara—a fact which is almost sufficient in itself to prove the fallacy 
of the archeological theory regarding the predominance of Hellenic inspiration in Indian 


2 


° . 
1 For a discussion of the date of Bharhut see foot note, p. 38.—P.C. ^ 
4 ? For symbolism of the stupa see foot note, p. 46.—P.C. 
3 The indigenous artistic tradition in the period of Asoka is marked not by the stupa of Bharhu£ but by the magni- 
ficent image of the Didarganj Yakshi now in the Patna Museum and also the superb figure of a bull atop the Rampurva 
pillar and other fragmentary sculptures.—P.C. x 
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art. Such a development as we find in Asokan art could only have been reached in the, 
course of many centuries, but as nearly all Indian sculpture previous to the Buddhist 
epoch was in wood, or other impermanent materials, very few traces of its previous 
history have yet been discovered. Both the forms of construction and the technique = 
of the Bharhut rail are frankly imitations of wooden prototypes. 
There can be little doubt that further archaeological investigations will, sooner or 
later, reveal some of the lost vestiges of early Indian art. Hitherto archeological-excava- 
< tions in India have been little more than a scraping of the superficial layers. When the 
sandy deserts of Rajputana and the lower strata of the alluvial deposits of the Indus 
and the Ganges, and other sacred rivers, are explored as scientifically and systematically 
as the sand of Egypt and the soil of Crete we may learn a great deal more of the indigenous 
Indian art which preceded the Asokan period. 
In the treatment of the human form Asokan sculpture exhibits none of the idealistic 
tendency which is the distinguishing mark of Indian art when it became more thoroughly 
permeated by the philosophy of the Upanishads. The person of Buddha «as a divine 
being was as yet excluded from plastic or pictorial representation. The Nature-spirits, 
such as the Lokapälas, are treated with a naive, anthropomorphic realism, and the circular 
panels on the upright posts of the rail which alternate with the sun-emblems tell the story 
of the Buddha’s pre-existences on earth in the same unaffected style of pious narration 
with which the legends of early Christianity are told in Western art. 
The opening chapter ofalndian plastic art which begins at Bharhut developed further, 
in the Sanchi scylptures and corfcluded in the well-known Amarávati reliefs of about the 
third centrry A.D., now divided between the British, Calcutta, and Madras Museums. 
The latter, though marked by a higher degree of academic skill, are greatly lacking in the 
largeness and spontaneity of design which distinguish the sculptures of the earlier school. 
Much of the present misunderstanding and neglect of Indian art on the part of European 
critics is due to Fergusson’s fatal error of judgment, followed by Sir George Birdwood, 
Mr. Vincent Smith, and other writers, in regarding the Amarävati sculptures-as the cul- 
minating point of Indian sculpture. How far this is from the truth will, I think, be 
obvious to any artist who takes the trouble to investigate the subject for himself. 
The predominant characteristic in all this early period of Indian art is a naive naturalism 
of an anecdotic type which runs through all Chinese art when it is not inspired by Indian 
idealism. Chinese influence reappears in Mogul art, but it was never more strongly felt 
in Indian art than it was in the time of Asoka. It is in naturalism, not in idealism, that 
the native, intuitive genius of the Eastern Asiatic races finds its true expression. Not | 
until Indian philosophy and Indian religious thought penetrated into China did Chinese | 
art take wings and soar into a higher spiritual atmosphere. But, except during those | 
centuries when Maháyána Buddhism was supreme, the ideal gods of China, unlike those 
of India, are always of the earth, earthy. This is probably the reason why this aspect 
of Chinese art has always been better appreciated by Europeans than the Indian con- መ ^ 
. ception of divinity. 5- 
Im Indian art, even in the Asokan period, a deep undercurrent of Vedic influence can 
—— be felt in the entire absence of any attempt to represent what was to a Buddhist the most 
| red of all conceptions, the personality of the Blessed One himself. The numerous 
ds of his previous existences in the form of tree, or bird, or beast, or man; his 
ing-bowl, and the bodhi-tree under which he gained enlightenment, and even incidents 
earthly life as Prince Siddhartha, all come within the scope of the Asokan artists’ 
> skill; but they never ventured to portray with brush or chisel the person 
dhas and it must have been a rude shock to pious Buddhists of the old school when, 
s the end of the Transition period, the Graco-Bactrian sculptors of Gandhara, 
1 by the Kushan king, Kanishka, began to represent the Tathagata as a trim, 
Apollo, posing in the attitude of an Indian yogi. ° 
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> The importance of the Gandharan school in the evolution of Indian artistic ideals has - 

been immensely exaggerated by writers obsessed with the idea that everything Greek 

must be superior to everything Indian. Gandharan art is decadent and lifeless, in so 

far as 1t is Greek or Roman ; the more it becomes Indian, the more it becomes alive. To 

regard the Gandharan school of sculpture as furnishing the model on which the Indian 

divine ideal was founded is to misapprehend entirely the philosophical basis and historical 
development of Indian art. Gandharan sculpture is not a starting-point but a late 

` incident in the Eclectic or Transition period, which, excepting a few distinctive technical 

° characteristics, left no permanent impression, and had no influence in shaping Indian 
ideals.1 


1 The position af the Gandharan school is discussed in grgater detail in Par 
by éhe author. e ° oS 
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CHAPTER III 


THE UNIVERSITIES OF NORTHERN INDIA AND THEIR 
INFLUENCE ON ASIATIC ART 


Ir was about the beginning of the Christian era that the great universities of Northern 
India, in which the many schools of philosophy were combined with schools of painting 
and sculpture, taking the raw materials provided by the indigenous and foreign non- 
Aryan technical tradition, the Persepolitan tradition, and the Greco-Roman, or Gandha- 
ran tradition, and, moulding them into one, provided Asiatic art once and for ever with a 
E philosophical basis and created the Indian divine ideal in art. This new artistic develop- 
እፒ - ment was, in fact, the flowering of the ancient Vedic impulse, the teaching of the Upani- 
shads systematised by the philosophical schools and applied to human life and work. 
The opposition of Western materialism to the philosophy of the East always makes it 
difficult for Europeans to approach Indian art with anything like unprejudiced minds. 
The whole of modern European academic art-teaching has been based upon the unphilo- 
sophical theory that beauty isa quality which is inherent in certain aspects of matter 
„or form, a-quality first fully apprehended in the ancient world by the Greeks, and after- 
wards rediscovered Ey the artists of the Italian Renaissance. ` 
Just as the Greeks are said to have arrived at their ideal of human and divine beauty 
by a process of selection between different types of men and women, so we make art a 
system of discrimination, or differentiation, between what we call beautiful things and 
ugly things. It is the common complaint of artists that modern dress and modern life 
are so ugly that they cannot make use of them: so art becomes an archeological cuit, 
having no hold upon popular imagination, for it is cut off from real life and work, and its 
limits are artificially restricted to a narrow department of ideas into which the world of 
every-day life does not enter. 

- Indian thought takes a much wider, a more profound and comprehensive view of art. 

The Indian artist has the whole creation and every aspect of it for his field ; not merely 

a limited section of it, mapped out by academic professors. Beauty, says the Indian 
= philosopher, is subjective, not objective. It is not inherent in form or matter ; it belongs 
only to spirit, and can only be apprehended by spiritual vision. There is no beauty in a 
tree, or flower, or in man or woman, as such. All are perfectly fitted to fulfil their part 
— jnthecosmos ; yet the beauty does not lie in the fitness itself, but in the divine idea which 
15 impressed upon those human minds which are tuned to receive it. The more perfectly 
our minds are tuned to this divine harmony the more clearly do we perceive the beauty, ^ 
d the more capable we become, as artists, of revealing it to others. Beauty belongs to 
e human mind ; thereis neither ugliness nor beauty in matter alone, and for an art-student 

devote himself wholly to studying form and matter with their idea of extracting 
auty therefrom, is as vain as cutting open a drum to see where the sound comes from. 

l 16 aim of the artist is not to extract beauty from nature, but to reveal the Life 
the Noumenon within phenomenon, the Reality within unreality, and the 
n matter. When that is revealed, beauty reveals itself. So all nature 15 
if only we can realise the Divine Idea withinit. Thereis nothing common 
50d has made, but we can only make life beautiful for ourselves by the 
hat is within us. Therefore it is, as the sage Sukracharya says, that, 
the gods, the artist should depend upon spiritual vision,only, and not 

f objects perceived by buman senses. ; . 
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To cultivate this faculty of spiritual vision, the powers of intuitivesperception, which, 
until recently, have been regarded in the West as beyond the scope of educational methods, 
was therefore the main endeavour of the Indian artist in the golden age of Indian art and 
literature when Buddhism was transformed by the philosophical schools from a simple 
code of ethics into a world-religion ; when the immortal Hindu epics, the Ramayana and 
the Mahabharata, were moulded into their present form ; when the poet Kalidasa sang 
at the court of King Vikrama ; and when the sculptors of Elephanta and Ellora hewed 
out of stupendous masses of living rock their visions of the gods throned in their Hima- 
layan paradise. And if you would inquire what this art means for us I would ask you 
to consider the whole art of medieval Europe, the great Gothic cathedrals, the sculpture 
of Chartres and Rheims, and the painting of Italy from Cimabue to Fra Angelico, and see 
for yourselves an art proceeding from the same inspiration and founded upon the same 
philosophy. 

Throughout Indian art, and throughout the Christian art of the Middle Ages, we find 
the same central idea—that beauty is inherent in spirit, not in matter.! So when, at last, 
Indian artists of Aryan descent, in the early centuries of the Christian era, reconciled 
themselves to the idea of representing in material form the actual presence of the gods, 
they rejected the Hellenic type of gods fashioned entirely after human models, and shaped 
their ideal of divine form upon the ancient artistic type of an Indian hero, the superman. 
This was the ideal of physical perfection in human form in garly Asiatic art in Egypt 
and in Crete; and the symbolism it conveyed had its influence in Greek art also, until 
the naturalism of Praxiteles and the later schools of sculptors and painters superseded 
the idealism on which Hellenic art was originally based. ° ii 

The Mahäbhärata tells us what this ideal of the superman was. It was the type of a 
mighty hunter who, in desperate conflicts with the king of beasts, had become invincible 
and had acquired a lion-like body, with broad chest and shoulders, long, massive arms, 
a thick neck, and a very slim or wasp-waist. 

"In the description given in the Mahabharata of the grand festival held in honour of 
Brahma at the Court of King Viräta it is said : 

“ Athletes came to witness it in thousands, like hosts of celestials to the abode of Brahma, 
or of Siva. And they were endowed with huge bodies of great prowess, like the demons 
called Kalakhanyas. And, elated by their prowess and proud of their strength, they 
were highly honoured by the king. And their shoulders and waists and necks were like 
those*of lions, and their bodies were very clean, and their hearts were quite at ease.’ 

Karna, the Kuru hero, is similarly described as "resembling a lion in the formation 
of his body. He is eight ratnis in stature. His arms are large, his chest is broad ; he is 
invincible.” 

One of the earliest artistic representations of this ideal is seen in the extraordinary 
paintings and sculptures lately unearthed by Dr. Evans in Crete. The Minoan dandies 
> of about 3000 B.C. are here shown as actually practising tight lacing in the feminine fashion 
ofemodern Europe, pinching in their waists to a horrifying degree, apparently with the 
intention of making their bodies assume this ideal, lion-like form. In Egyptian sculpture 
and painting the same ideal type of a warrior and hunter constantly appears, though 
without the unpleasant deformity of Minoan art. The slim waist is also, as I have said, 
the characteristic of the most virile period of Greek sculpture, and even Aristophanes 
alludes to a yasp-waisted man as a type of physical fitpess.? 

The Mahabharata seems more modern in applying a similar epithet to a woman: 


1 Or in other words, the work of art should cater pre-eminently to the needs of the soul rather than to those of the 
body, though the greatest art fulfills the needs of the soul and the body at the same time. See A. K. Coomaraswamy, 
“Christian and Oriental Philosophy of Art,” Why Exhibit Works of Art, London, 1943, p. 31.—P.C. 

2 P. C. Roy's translation, vol. iv, p. 28. . ° 4 

Plut. 558. J am indebted to Professor A. Drachman, of Copenhagen, for this reference. 
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“The far-famed daughter of King Matsya, adorned with a golden necklace, ever obedient 
to her brother, and having a waist slender as that of a wasp."! Professor Burrows gives 
a reference to a Japanese poem of the eighth century A.D., in which an old man is singing 
of the days of his youth, when his waist was “as slim as any wasp that soareth.”? He 
also refers to Professor Petrie’s quotations from classical writers which seem to show that 
the Goths, like the Minoans, practised tight lacing. 

These are instances which show how the symbolism of art or religion often takes pos- 
session of the popular mind so deeply as to reduce a whole people to a state of intellectual 
and physical bondage to an abstract idea. When humanity begins to grow weary of this 
servitude, there is a reaction in art marked by a return to naturalistic ideals, which is 
not always a true artistic renaissance, though, so far as it is a protest against the undue 
restraint of human nature by a morbid and unhealthy ritualism, it marks a step forward 
in the evolution of mankind. 

But in this revolt against idealism there always seems to be a tendency to fall into a 
worse servitude of materialism and sensual depravity. It may be that the science of the 
future, psychology, will find the way to reconcile this pair of opposities, and through the 
middle path lead art, both in the East and West, to a grander renaissance than that of 
Greece or Italy. 

While the lion-like body became,in Indian art the symbol of physical strength, another 
essential quality for success in the chase—fleetness of foot—was symbolised by legs like 
a deer, or gazelle, a characteristic which is very prominent in the figures of the Ajanta 
‚cave-paintings and in the Amarävati sculptures. Again another attribute, ascribed as 
“a mark of noble birth to the person of Buddha—the long arms—was borrowed from the 
ideal of a mighty hunter or warrior. I believe that the origin of this idea is to be found 
in the fact that a great length of arm connotes a long sword-thrust and spear-thrust. 
In primitive times the long-armed man would have an advantage both in war and in 
the hase so long arms became a symbol of the survival of the fittest, an attribute of 
nobility. : ; 

Now let us see how the sculptors and painters, working in the great philosophical schools 
of Northern India, about the beginning of the Christian era, employed this very ancient 
ideal form? to express the quality of the divine nature and the power of the spirit, instead 
of physical strength. At that time the original Buddhist creed had been profoundly 
affected by the Yoga philosophy of Patañjali, and the teaching of Nâgârjuna had created 
the division between the Mahayana and Hinayäna doctrines ; but by both schools the 
Buddha was no longer regarded as a human personality, or superman, but as a divine 
being who, through a long cycle of many previous existences on earth, and by the power 
of Yoga, had not only attained to perfect wisdom and thrown off the bondage of the 
flesh, but had won dominion over the whole universe. 

Yet as this Yoga was not the terrible self-torture of the Hindu ascetic, but the Yoga 
of a pure and holy life, the Master could never appear to pious Buddhist eyes with shrun- 
ken flesh, swollen veins, and protruding bones—a hideous living skeleton, as sometimes 
portrayed in Gandharan sculpture. Even when, in his earlier efforts to obtain enlighten- 
ment, he had practised self-mortification for six long years—‘‘vainly trying to attain 
merit, performing many rules of abstinence, hard for a man to carry out,’’—still, the 
Buddhist poet declares, “the emaciation which was produced in his body by that asceticism 
became positive fatness through, the splendour which invested him. Though thin, 
yet with his glory unimpaired, he caused gladness to other eyes, as the autumnal moon in 


1 “Virata-parva,” sect. xxxvii. p. 90. P. C. Roy's translation. 

2 “The Discoveries in Crete,” p. 172. 

8 The ideal proportions of the human body are adhered to through the greater period of Indian art, more particularly 
in the Gupta age. It survives even in the school of Wéstern Indian painting though in a grossly exaggerated form. 


See note,*Part I, Indian Sculpture and Painting, p. 69.—P.C. . 
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the beginning of her bright fortnight gladdens the lotuses. Having only skin and bone 
remainmg, with his fat, flesh, and blood entirely wasted, yet, though diminished [in body] 
he still shone with undiminished grandeur like the ocean.’’! 

And in that supreme hour, under the bodhi-tree at Gaya, when, as his full enlightenment 
was accomplished, Mara, the wicked one, fled vanquished ; “the different regions of 
the sky grew clear, the moon shone forth, showers of flowers fell down from the sky 
upon thé earth, and the night gleamed like a spotless maiden’’—and at last the dawn 

Mag. di east, and all the devas thronged together, and the Buddhas from worlds 
umerable : 


Kings at fierce war called truce; the sick men leaped, 
Laughing, from beds of pain ; the dying smiled, 

As though they knew that happy morn was sprung 
From fountains farther than the utmost East.? 


Then the great Yogi was reborn, and he appeared to mortal eyes as the Victor, the 
Hero, the Shining One, endowed with eternal youth and strength, filling the whole world 
with light. 

To symbolisé this spiritual rebirth, Indian artists moulded their divine ideal upon the 
race-tradition of a mighty warrior, with supple, rounded limbs, smooth, golden-coloured 
skin and a lion-like body, expressing the beauty of bodily purification, when the soul is freed 
from the grosser attachments of earth, and the spiritual strength which every human soul 


might gain by the Yoga of Service, by the Yoga of Knowledge, or by the Yoga? 


of Faith. 

The Mahábhárata, in referring to the spiritual power to be acquired by Yoga, says: 
“He, 0 King, who, devoted to the practice of austerities, betaketh himself to Brahma- 
charya in its entirety, and thereby purifieth his body, is truly wise; for by this he be- 
cometh 85 8' child, free from all evil passions, and triumpheth over death at last." But 
it adds also that it was through the practice of Yoga that the heavenly musicians and 
dancers, the Gandharvas and Apsaras, acquired the marvellous physical beauty they 
possessed. And so in both Hindu and Buddhist artistic canons it is laid down that the 
forms of gods, who also, like human beings, acquired divine powers by ascetic practices, 
were nevertheless not to be represented like the human ascetic with bodies emaciated 
by hunger amd thirst, bones protruding, and swollen veins, but with smooth skin, rounded 
limbs, the veins and bones always concealed, the neck and shoulders massive and strong, 
and the waist narrow, like the body of a lion. 5 

It was by Yoga also—by spiritual insight or intuition—rather than by observation and 
analysis of physical form and facts, that the sculptor or painter must attain to the highest 
power of artistic expression. Indian art is not concerned with the conscious striving after 
"beauty as a thing worthy to be sought after for its own sake : its main endeavour is always 
dirécted towards the realisation of an idea, reaching through the finite to the infinite, 
convinced always that, through the constant effort to express the spiritual origin of all 
earthly beauty, the human mind will take in more and more of the perfect beauty 
of divinity. er 

The whole spirit of Indian thought is symbolised in the conception of the Buddha sitting 
on his lotus-fhrone, calm, impassive, his thoughts freed from all worldly passions and 
desires, and with both mind and body raised above all intellectual and physical strife ; 
yet filled with more than human power, derived from perfect communion with fhe source 
of all truth, all knowledge, and all strength. It is the antithesis of the Western ideal 
of physical energy : it is the symbol of the power of the spirit, which comes not by wrestling, 


1 “Buddha-karita of Ashvagosha,’’ book xii. pp. 94-6. Translated by E. B. Cowell. 


` 


2 The Light of Asia," by Sir E. Arnold, p. 178, Thirty-second Edition. 9 y 
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nor by intellectual] striving, but by the gift of God, by prayer and meditation, by Yoga, 
union with the Universal Soul. ; 

The Buddhist writings are always insisting upon the power of this supreme intelligence 
which sees “without obscurity and without passion” ; and, to quote one of the most 
able exponents of Indian art in modern times, Dr. A. K. Coomaraswamy : “What, after 
all, is the secret of Indian greatness ? Not a dogma or a book, but the great open secret 
that all knowledge and all truth are absolute and infinite, waiting, not to be created, but 
to be found ; the secret of the infinite superiority of intuition, the method of direct per- 
ception over intellect, regarded as a mere organ of discrimination.” 

“There is about us a storehouse of the as-yet-unknown infinite and inexhaustible’ but 
to this wisdom the way of access is not through intellectual activity. The intuition that 
reaches it we call imagination, or genius. It came to Sir Isaac Newton when he saw the 
apple fall, and there flashed across his brain the law of gravity. It came to the Buddha 
as he sat through the silent nights in meditation, and hour by hour all things became 
apparent to him : he knew the exact circumstances of all being that had ever been in the 
endless and infinite worlds ; at the twentieth hour he received the divine insight by which 
he saw all things within the space of the infinite sakvalas as clearly as if they were close 
at hand ; then came still deeper insight, and he perceived the cause of sorrow and the path 
of knowledge. “He reaches at last the exhaustless source of truth." The same is true 
of all “revelation” ; the Veda (S’ruti) ; the eternal Logos, “breathed forth by Brahman,” 
in whom it survives tbe destruetion and creation of the universe, is “seen,” or “heard,” 
not made, by it$ human authors. . . 'The reality of such perception is witnessed by every 


. fa) . Q Q ጋ ° 
“man within himself upon rare occasions and on an infinitely smaller scale. It is at once 


the vision of the artist and the imagination of the natural philosopher.''! 

This conception of the Buddha reached its highest expression, in sculpture, in the 
magnificent statue at Anuradhapura,? which represents the Indian prototype of the 
Buddhist statues of China and Japan, as well as those of Java, though very few rise to 
quite the same height of spirituality. One of the exceptions is the beautiful statue of 
Avalokitéshvara (Plate 84A), “the Lord who looks down with pity on all men,” from 
Böröbudür, in Java, the great Buddhist temple the building of which began about the 
eighth century A.D. This sculpture, however, must be attributed to a later period, perhaps 
the tenth century. It may be compared with the equally fine Dhyäni-Buddha from the 
same place, illustrated in “Indian Sculpture and Painting.” 

According to the theogony of Mahayana Buddhism, the Supreme or Adi-Buddha, who 
corresponds to the Hindu conception of Ishvara, wished from the One to become Many, 
which desire is denominated Prajña, Divine Wisdom. Buddha and Prajfia united were 
the Father and Mother of the universe. In the instant of conceiving this desire five 
divine beings, called the five Dhyani-Buddhas—Vairochana, Akshobya, Ratna-sambava, 
Amitabha, and Amogha-siddha—-were produced. Each of these Dhyäni-Buddhas 
produced from himself another being, called a Dhyäni-Bodhisattva, who had each a- 
practical part in the evolution and guardianship of the universe. The five Dhyáni-Bodhi- 
sattvas are Samanta-Bhadra ; Vajrapäni, the Buddhist Indra, distinguished by his 
thunderbolt, or vajra ; Ratnapáni; Padmapäni, or Avalokitéshvara ; and Visvapäni.? 

Avalokitéshvara corresponds to the Vaishnavaite conception of Vishnu as both Creator 
and Preserver (Plates 86A, and 103B).* He is adorned with similar symbolic ornaments, 
and on bis tiara is a small figure of the Dhyäni-Buddha, Amitäbha, the Lord of Infinite 
Light, who, like Vishnu, is symbolised in the midday sun. 

He is seated on his lotus-tbrone ; behind his head is an aureole shaped like the leaf of the 


1 ''Aims of Indian Art,” pp. r and 2. 

2 “Indian Sculpture and Painting," Plate 2B. 

s Brian Hodgson, “Essays on the Languages, etc., of Nepal and Tibet," p. 42. 

4 See Marie Therese de Mallmann, fntroduction a l'etud£ du Avalokitesvara, Paris, 1948.—P.C. 
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sacred pipal-tree. The left hand assumes the symbolic gesture of dhagma-chakra-mudrä 
as he eXpounds one of the points of the divine law. The open right hand signifies the 
bestowal of a gift (varamudrá). The lower limbs are released from the rigid“ adamantine” 

. pose of profound meditation assumed by Amitábha, and the right leg, stretched out, rests 
in front of the throne on another lotus-flower which symbolises the universe created by the 
Divine Magician for his footstool. 

This sculpture is distinguished by an exquisite purity of sentiment and a perfection 

of technique which is not excelled by any of the great works of Buddhist art in China and 

š San ; but, above all, by that inspired feeling of divine grandeur and sense of high spiri- 
tual ®xaltation, beyond the range of human intellectuality, which animate all the best 
religious art of India. 

It is precisely in that austere Himalayan grandeur, in an almost indefinable sense of the 
sublime, where the more feminine and more realistic conceptions of China and Japan seem 
to belong to a lower spiritual plane than their Indian prototypes. The divinities of the 
Farther East appear to dwell in an earthly paradise, a fair garden of peace planted in some 
quiet, sequestered valley, filled with delicately perfumed flowers, where it is always , 
springtime. The Indian Olympus affords no such sensuous delights: it is pinnacled among 
the highest Himalayan solitudes, never trodden by human foot, often shrouded in mist and 
cloud, only seen sometimes from afar—as in a vision—in the rosy light of dawn, or when 
the last rays of the setting sun light up its furthest depths with burnished gold and show 
to our wondering gaze the gates of heaven. ` u 

The ritual of Mahayana Buddhism in Northern India, used to create in the mind of the 
devotee yivid mental images of the divinity invoked, throws much light on Indian religious * 
art and the methods of the artist. M. Foucher, in his valuable “ Etude sur l'Iconographie 
Bouddhique de l'Inde," gives extracts from various Tantric manuscripts of the twelfth > 
century relating to this subject. Though, as in other religions, such formularies may E: 
become a means of self-deception and be used as a cloak for superstition and sacerdotal 
charlatanism, they nevertheless reflect the devotional spirit of true religious art ; they 
embody principles common to the whole art of Asia even in the present day, and explain 
the practice of Indian Yoga, as applied to esthetics, from the earliest times. | 4 

The yogin, devotee, artist, or “magician” (in Indian thought the Creator is the Maha- 
yogi and all creative art 15 “magic”) having purified his physical body by ablutions, and 
put on clean garments, repaired to a solitary place appropriate for the motive he had in 
his mind. M the benign powers of nature were to be invoked, he would choose the forest > 
shade, or the bank of a holy river; but if the tamasik, or destructive powers, then he 
must seek a place of gloom and dread, such as a cremation ground, or cemetery. There, 
seating himself on a purified spot, he invokes the hosts of Buddhas and Boddhisattvas 
into the space in front of him and offers them flowers and perfumes, real or imaginary. 

Then he commences to recite the “Sevenfold Office"—the confession of his sins; an 
expression of joyous sympathy for the merit of others ; belief in the Three Jewels of 
the’Buddhist faith, Buddha, the Doctrine, and the Community ; a resolution to persevere 

- in the good way ; a prayer to all the Blessed Ones that they will continue to preach the 
doctrine, and further consent, for the world's good, to forego for a timetheright they have 
earned to enter into Nirvana ; and, finally, the dedication of all the merit he himself 
acquires to the universal welfare of humanity. 

This prelinjinary ritual, like that which now precedes the Brahmin's daily sandhya, 
is by way of spiritual purification, to prepare the mind for the meditative exercises which 
follow. He must now realise by thought the four infinite qualities, or perfect states, 

. which are love for all, compassion for the miserable, joy in the happiness of others, and 
even mindedness. Thenext two meditations, leading up to the final ecstasy, are on the ori- 
ginal purity of the first principles of all things, and; as a corollary, on their emptiness or 
absolute non-existence. “By the fire of the idea of emptiness,” says the text, “the five 
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elements of individual consciousness are destroyed beyond recovery." The identity ot 
the yogin being thus completely merged with that of the divinity invoked, he'has but 
to utter the appropriate mystic syllable which contains the “germ” of the divinity, to make 
the proper gesture, or mudrá, and to recite the correct mantra, to realise his desire. The 
apparition of the god or goddess presents itself to his mental vision, “like a reflection in a 
mirror," or “as in a dream." 

Mutatis mutandis, this might be a description of the ecstasy of an artist monk in medieval 
Europe. But whereas the Western mystic seems to have allowed himself to be carried 
away, more or less unconsciously, by an unbalanced and uncontrolled access of emotion^*- 
ism, the practice of Yoga in India, recognised as a branch of philosophy, was frozi the 
earliest times reduced to a scientific system. 

Underneath the mysticism of the Indian yogin's ritual there are scientific psychological 
~ principles, fundamental to oriental idealism, the due recognition of which might greatly 
benefit art-education in the West. The first principle insisted upon is the influence of 
environment upon the temperament or mood of the artist. Next, that the faculty of 
artistic imagination, by which thought-forms are created, is as much susceptible to 
development by methodic mental practice and training as are the executive technical 
powers by which they become materialised in forms of art. Thirdly, the necessity for 
the artist to identify himself absolytely with his subject, or to merge his own consciousness 
i in that aspect of nature which he wishes to interpret. 

Br Shelley, in his“ Ode to the West Wind,” expresses perfectly the whole idea of Yoga in art : 
i 9 4 


Make me thy-lyre, ev'n as the forest is. i 
What if my leaves are falling as its own ? 
The tumult of thy mighty harmonies 
Will take from both a deep autumnal tone, 
Sweet though in sadness. Be thou, Spirit fierce, 
My spirit ! be thou me, impetuous One ! ; 
Drive my dead thoughts over the universe 
Like withered leaves to quicken a new birth ; 
And by the incantation of this verse, 
Scatter, as from an unextinguished hearth, 
Ashes and sparks, my words among mankind ! 
Art thus becomes less the pursuit of beauty than an attempt to realise the life which is 
without and beyond by the life which is within us—life in all its fulness and mystery, 
which is, and was, and is to come. 

It is hardly possible for a Western artist to appreciate the psychology and practice of 
oriental art without knowing that the practice of Yoga was combined with a most elaborate 
and scientific mnemonic system, by means of which the whole of Sanskrit literature was 
= handed down from one generation to another, from the Vedic period until medieval 
times, without being committed to writing in any form. Probably the severely mechani- 
cal kind of mental exercise which this entailed was considered a necessary intellertual 
complement to the psychic training of Yoga. However this may be, the whole practice 
—— of the Indian, Chinese, and Japanese schools of painting and sculpture was based upon 
methods derived from this mnemonic and psychic training, as given in the Universities 

—— of Northern India; and here the West has much to learn from the East, for the essential 
ties of the artist, imagination and memory, are those which are least considered in 
urriculum of modern European academies, where the paraphernalia of the studio are 
to make up for the deficiencies in the mental equipment of the student. 
est, surfeited with the materialisns of the Renaissance, is already slowly turning 
de sur l'Iconographie Bouddhique de l'Inde,” par A. Foucher, Part II, Introduction, pp. 8-11. 
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again to the East for spiritual instruction. The East, reawakening, is becoming conscious 
of the truth of her inspiration, and at the same time is learning, from contact with Western 
civilisation, the causes of her own decadence. 

Ihe supreme importance of the great Universities of Northern India in their influence 


` upon the development of the whole art of Asia is not yet understood by the few English 


writers who have studied Chinese and Japanese art, especially by those who have never 
visited the East. Mr. Laurence Binyon, in his admirable and otherwise well-informed 
book, “Painting in the Far East,” commits himself to the following statement, which 
s also very typical of Anglo- Indian opinion : 

would be natural, in lack of evidence, to suppose that India, which gave to Asia 
the kindling ideals and imagery of Buddhism, was the land to which we should turn for 
the noblest creations of art. Yet we are confronted at once by the fact that, in creative 
art, India is comparatively poor.” 
j That this should represent enlightened critical opinion in the metropolis of the Empire 
in the year of grace 1909 will give future historians of British India much to reflect upon. 
Artistic Europe has been prevented from recognising the fulness of Indian creative genius 
by the peculiar attitude towards Indian art taken up by the administration of the prin- 
cipal European Museums. This attitude is no longer maintained on the continent of 


. Europe; and in Paris, Berlin, and in the Dutch Museums the student can now realise 


to some extent the commanding influence of Indian tltought in the evolution of all the 
great art of Asia, an influence which has been long recognised ‘by the best Chinese and 
Japanese critics. ° ; 

It is not only as centres for the propaganda of the Buddhist faith, but much more as * 
schools A Hindu philosophy, that the influence of the Indian Universities was felt in 
China and Japan. Mr. Binyon refers to a Chinese artist and writer of the sixth century 
A.D., who published a theory of esthetic principles “which became a classic and received 
universal acceptance, expressing as it did the deeply rooted instincts of the race. In 
this theory i$ is rhythm which holds a paramount place; not, be it observed, imitation 
of nature, or fidelity to nature which the general instinct of Western races make the root 
concern of art. In this theory every work of art is thought of as an incarnation of the 
genius of rhythm, manifesting the living spirit of things with a clearer beauty and intenser 
power than the gross impediments of complex matter allow to be transmitted to our senses 
in the visible world around us. A picture is conceived as a sort of apparition from a more 
real world of essentiallife. . . . The inner and informing spirit, not the outward semblance, 
is for all painters of the Asian tradition the object of art, the aim with which they wrestle. 

What is this theory of esthetic principles, with its psychic vision, or“ apparition from a 
more real world of essential life," but the Chinese paraphrase, or adaptation to a secular 
milieu, of the Indian Buddhist religious ritual, which I have described above ?! 

Mr. Binyon is evidently unaware that in this treatise the Chinese writer, whose thoughts 
were saturated with the mysticism of Mahayana Buddhism, is simply stating the basic 
pringiple of Indian art, a theory derived by Chinese artists from the Indian philosophical 
schools. In the fifth century A.D., as Professor Hackmann remarks, commenced the 
great revival of Buddhism in China, and crowds of Chinese pilgrims and scholars began 
to flotk to India, studying in the philosophical schools, where painting and sculpture 
were taught as a part of the Buddhist religion, and bringing back with them into China 
Buddhist pictures and images. In the sixth century, when the treatise above quoted 
was penned, “the Patriarch of Indian Buddhism, Boddhidharma, the twenty-eighth in 
the list of Buddha’s successors, left his nativeland and immigrated to China, which thence- 
forward became the seat of the patriarchate."? This fact alone is sufficient to show how 


1 For a study of Indian and Chinese views on Art, see Ananda Coomaraswamy, “The Theory of Art in the Far East,” 


Transformation of Nature in Art, Cambridge, Mass.—P.C. ^ > 
2 “Buddhism as d Religion," p. So. Probsthain's Oriental Series. 4 
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predominant must have been the influence of Indian thought in Chinese art and literature 
at that time, eveli though it may not be easily traced in the collections at present existing 
in Europe. 

Europeans can better understand what that influence was if they try to realise what 
would have been the effect upon Italian art, supposing that in the days of the early Re- 
naissance Rome had been converted to Buddhism by Chinese or Japanese missidnaries; 
or, vice-versa, the effect upon Chinese art if the Emperor had become Christian and the 
Pope and College of Cardinals had established themselves at Pekin. 


|. It is curious that Mr. Binyon, with his rare gift of artistic insight, does not séem to per- 
|፪ ceive that, to the oriental artist, his clear recognition of the fact that India “gar To 
E Asia the kindling ideals and imagery of Buddhism” and his denial of India's creative 


genius in art must seem strangely inconsistent. For, just as the whole essence of Asiatic 
art-creation lies in“ the inner informing spirit,” not in the imitation of outward semblances, 
so we must estimate the comparative influence of one school of Asiatic art upon another, 
not by mere affinities in forms of expression, or in technique, but by the extent to which 
. the original creative thought-power in the one acted upon that of the other. 

E In one eloquent passage Mr. Binyon admits the influence of Indian thought in shaping 
the artistic ideals of China and Japan : 

“The ideas of Buddhism saturate the art of China and Japan. To the Buddhist this 
world is transitory, vile, and miserable ; the flesh is a burden, desire an evil, personality 
a prison. And all through the classic art of those countries, though these conceptions 
have been turned to gracious and sweet uses in the life of human intercourse, and though 
the old Adam of humanity breaks forth from time to time in celebration of war, adventure, 
and the deeds of heroes, yet the Indian ideal claims everywhere its votaries, and the 
chosen and recurrent theme is the beauty of contemplation, not of action. Not the 
glory of the naked human form, to Western art the noblest and most expressive of sym- 
bols ; not the proud and conscious assertion of human personality ; but, instead of these, 
all thoughts that lead us out from ourselves into the universal life, hints of the infinite, 
whispers from secret sources—mountains, waters, mists, flowering trees, whatever tells of 
powers and presences mightier than ourselves : these are the themes dwelt upon, cherished, 
and preferred.’’! 

It is just such thoughts as these which inspired the Indian sculptor and the Indian 
master-builder in the great epoch of Buddhist-Hindu art which was contemporary with 
the early schools of ideal painting in China and Japan. And though usually more austere 
and more severely restrained in the form of expression, the creative genius of India in 
sculpture and in architecture was not less great than that shown by China and Japan in 
the sister art. There is a reason, quite apart from esthetics, why India has so little to 
Es show in painting compared with China and Japan. When the idea of salvation by works? 
took firm hold of the Indian mind, it became a religious duty on the part of the Indian 
Er artist and his patron to adopt the most strenuous, the most laborious, and at the same 
time the most enduring methods of artistic expression—for the greater the toil involved 

in the work the greater would be the merit won. To decorate a relic-shrine, temple, or 
monastery with high reliefs in stone would bring morereward in a future existence, both to 
the artists and craftsmen and to those who provided them with the necessities of life, than 
the simpler and less costly method of painting in fresco. 
— Thus the early wooden architecture of Buddhist India gradually gave place to lithic 
forms of construction, and religious fervour developed a great school of architectural 
sculpture by which Indian art in later times was better protected from the savagery of 
። Mogul ind other iconoclasts who have destroyed all but the last vestiges of Buddhist 
E^ religious paintings. 
SATA ainting in the Far East," p. 22. or 
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° CHAPTER IV 


° THE DEVELOPMENT OF THE DIVINE IDEAL 


N the prévious chapter I have explained the artistic ideal of the human or divine figure, 
expeygsing spiritual instead of physical strength, which Indian sculptors and painters 
Inspired by Aryan philosophy gradually evolved out of the eclectic elements of the Transi- 
«tion period. It was an ideal common to all schools of religious thought—Jain, Buddhist, 
or Brahmanical. The Jains adapted it to their Tirthankaras, the Buddhists to their 
Buddhas and Bodhisattvas, and the orthodox Brahmanical sects to the divinities of their 
own pantheon : for, in spite of the diversity of sects, there is a common spiritual basis 
to all Indian art and religion. Philosophers differed as to the precise relation between ; A 
Pufusha and Prakriti, Soul and Matter, and religious teachers disputed over the different 
ways by which the soul might gain salvation ; but there were fundamentals upon which 

. all philosophers agreed, and the end to be attained was the same to all sectarians. 
Just as the great Hindu hero, Krishna, has in the ‘Mahabharata a dual personality, 
one human and one divine, so this transcendental, lion-like ideal always retained in ው 
Indian art a symbolism of a dual character, according as it was applied የ0. ኳ human being 
or to a deva, a spiritual being, or Mahadeva—God. When a human heing is represented, * 
the slim-Waisted, lion-like figure is the type of aristocratic birth, the mark of the Ksha- 
triya, or warrior. In the Amarävati sculptures, where the transition from the Sanchi > 
and Gandharan types to the ideal Hindu-Buddhist types is very evident, the Sakya lords, 
the cousins of Prince Siddhartha, all have this type of figure. The squat, full-bellied 
figyres genesally indicate menials and inferior races ; though, in the same artistic 
gay, the well-fed Brahmin guru and a number of fanciful dwarfish demons were 
included. 
When the divine being is intended a distinction is made by the nimbus round the head, 
the aura, surrounding the body, and sometimes the ürnä, the mark in the centre of the 
forehead, signifying spiritual insight. Kings and princes were also honoured by the 
nimbus, as a symbol of their divine descent. ! ] ኒ A 
The aura represents the subtile, luminous envelope, by which, according to psychists, 
the bodies of all human beings, animals, and even trees, plants, and stones are surrounded, 
though to those without a developed psychic sense it is invisible. The Lalita Vistara 
describes how, soon as Gautama had seated himself under the bodhi-tree, a brilliant light 
shone from his body which illuminated, in the ten points of space, the innumerable spheres š 
of Buddha. Aroused from their meditations by this wonderful light, the Buddhas came 
from» every side and caused to appear all sorts of precious things, which they offered to 
the Bodhisattva. The gods thronged together also, and made a great rain to fall from 
7 heaven, bringing with it joy and well-being. In Buddhist pictures the aura is represented 


* by thm, wavy lines of gold, which in Chinese are called kao huang—“ hair-rays. * 


Mr. E. ፲፻. Innes, in a recent number of The Quest? has an interesting article on the aura, 
as it appears to the psychic, in human beings, animals, and in what are usually called 
“inanimate” dbjects. He says: “The aura of nearly all plants and wild animals is 2 
pleasant amd health-giving to man. When man meets another man there is always the 
question of harmonising his aura to that of his conipanion ; for human auras are specia- 


lised." But the sensitive, “in contacting these nature-auras, experiences great refresh- E 

1 Hackmann, “Buddhism as a Religion,” p. 208. . . 5 
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ment. They are life-giving and soul-inspiring to his own aura ; they have the effect of 
sweeping it clean; or purifying it; they tend to despecialise it, or urge it to return to a 
more simple or primitive mode of motion ; and this, for most men, is exceedingly bene- 
ficial, restful, and vitalising ; for civilised man is very liable to become too specialised . . . 
in the country, where man is freer and less likely to jostle up against other [human] 
auras, the human aura tends to expand and to reach its utmost limit.” Mr. Innes adds 
that perhaps this is the reason why, in all ages, those who desired to train and develop 
psychic capacity have been recommended to spend much time in solitude, or in quiet 
retreats, for here the aura expands and grows and becomes active far more easiiy. 

The ürna, which in Buddhist images of metal, stone, or wood was often indicated ya 
pearl or jewel, is the symbol of the eye divine,” and afterwards developed into the third 
eye of Siva. In this form it appears also in later Buddhist images. It is the sign of. 
spiritual consciousness, of soul-sight as distinguished from eye-sight and intellectual 
perception. It was by way of the ürnd, that the divine inspiration reached the ushnisha, 
the prominence on the Buddha’s skull, regarded as the seat of the intellectwal faculties.! 
The word úrná itself, literally meaning “wool,” has been a constant puzzle to Sanskrit 
and Palischolars. The explanation of it is, I believe, that the Divine Light, by means of 
v which Gautama gained his Buddhahood, was conceived as converging towards the centre 

- of his forehead from “the innumerable worlds” and entering his brain in flashes, like the. 
lightning in an Indian sky, whicl? is always drawn in Indian pictures in thin, wavy lines, 
never in the zigzag fashión of the “forked lightning” usually represented in European art. 
This practice is based ,on accurate observation of the lightning usually seen in Indian 
skies, as Instantaneous photography proves. 

Now a number of such wavy lines, light-flashes, or ' hair-rays" converging to a single 
point would strikingly suggest a tuft of wool, each hair of which would symbolise a ray 
of cosmic light. When Gautama at last attained to perfect enlightenment, or perfect 
communion with the Divine Consciousness the cosmic light he had absorbed was conceived 
as issuing from his brain for the enlightenment of his followers. This mode of suggesting 
a mystic idea by concrete symbolism is characteristically Eastern.? 

The tremendous power attributed to this cosmic spiritual light is illustrated in the well- 
known story of Kama, the god of love, being burnt to ashes by the fire which flashed from 
the third eye of Siva, when, at Indra's instigation, he had dared to disturb the great god's 
meditation. Thecomparative helplessness of intellectuality without the divine inspiration 
is delightfully symbolised in Hindu art by the quaint figure of Ganesha, the god of worldly 
wisdom, Siva's son, who is represented with an elephant's head placed on an infant's body. 

The only physical action permitted in this symbolism of spiritual force is some slight 
| movement of the hands and lower limbs, when the Buddha, or Bodhisattva, emerged Š 

from the state of profound meditation to instruct or bless his worshippers : these are the 
= samas, the symbolic attitudes of the body, and the mudräs, the gestures of the hands. 

— In the state of profound meditation (vajrásana) the legs are firmly locked together š 
. with the soles of the feet turned upwards, the hands lying in the lap, supinated one above 


iy of Oriental Art, III (1935), pp. 148-165. Also see, Ananda Coomaraswamy, “The Buddha's chuda, " 
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Bodhisattva is enforcing points of doctrine, or“ turning the wheel of the Jaw,” emphasising 
them by touching or holding the fingers of the left hand with the thumb and fingers of 
the right. The bestowal of a blessing is indicated by the right hand being raised, with 
: ne pam turned outwards, the forearm sometimes resting on the right knee, sometimes 
ifted up. ° 
The movements of the legs indicate various degrees of removal from the state of 
profound’ meditation, beginning with a slight relaxation of the rigid pose of the yogin, 
and ending with standing erect, a common attitude of Maitreya, the Buddhist Messiah. 
. Nue symbolism of pose and gesture is brought to a fine art in the movements of Indian 
dantwrs, and this part of the subject would make an interesting study by itself; but I 
am not able to pursue it further at present. 
In the philosophical schools the original simple conception of the Buddha’s glorified 
personality gradually developed into that of the Dhyäni-Buddhas and Bodhisattvas. - 
[he former represent the spiritual essence, or ideal form, belonging to the Buddhas who 
are conceived as existing in a higher plane of abstract thought, known aszupaloka. Every 
Buddha who appears temporarily on earth to instruct humanity is a counterpart ofone , = 
of these higher spiritual entities, embodied in human form. In order to provide fora head 
and protector of the Buddhist faith during the interval between the disappearance of - 
: one earthly Buddha and the coming of the next, the Dhyani-Buddhas produce from 
themselves spiritual emanations of less potency known’as Bodhisattvas, which are some- 
tames incarnated in human beings, e.g. the Dalai Lama of Tibef is said to be an incarna- — 
tion of the Bodhisattva Padmapäni, or Avalokiteshvara. ° i. 1 
When „finally, these metaphysical speculations extended to the idea of an Adi-Buddha® | 
as the Supreme Lord and Creator of the universe, there was no essential difference except , 
in terminology between Maháyána Buddhism and the orthodox Hindu pantheon. É 
Buddhism, as a distinct sect, disappeared from the land of its birth only because, in 
the general evolution of Hindu philosophy, its doctrines merged into the main current of 
Aryan thought, as the river Jumna is lost when it unites with the waters of the Ganges. 
The ethics of Buddhism became an essential part of Hindu religious teaching, and in 
this sense the religion of Buddha remains as potent a force in the India of to-day as it 
15 In any other part of Asia. E ፡ 
We will pass on to see how this divine ideal, under the continued influence of the phi- 
losophical schools, became further modified and assumed other symbolical or allegorical 
forms whichgto academic Europe generally seem extravagant and even offensive; though | 
in their Indian environment, eyen when their meaning is not fully understood, they are e 
often profoundly impressive. The philosophic mind of India, observing the rapid working 
of the great forces of nature in a tropical climate, could not fail to be impressed by one 
fact, which is less patent to inhabitants of temperate climates. The ravages caused by 
frequent shock of earthquake or rush of mighty floods in the Himálayan regions, leaving 
scars upon the surface of Mother Earth which in temperate latitudes would not disappear 
for several generations of men, under the stimulating heat of the tropical sun are healed 
in a few short years. Every hot season in the plains of India the scorching sun burns up 
the vegetation, silences the voices of nature, and makes all the land seem a dr 
desert. Yet the Indian peasant knows full well that the cracking of the sun-baked so 
is but one of the fertilising processes of nature, and that with the first downpour of the 
monsoon rains his fields will be bursting with exuberant, joyful life. ን Š 
So the destfuctive powers which to us seem to be only malignant and ugly, fraught with — 
evil to mankind, appear to the Indian mind as an essential part of the Divine Order, and 
belonging to the great Rhythm of things. Siva, the Destroyer, is also the Regenerator — 
and the Lord ef Bliss. Kält, the ruthless Ender of Time, who demands human victims — 
at her sacrifices, is at the same time the kindly Mather of the Universe. The good 6 | 
evil in nature both belong to God : human sickness and suffering are not; as the Gr 
belfeved, due’to the envy of the gods, but come from avidhyd, an imperfect comprehe nsion 


° . 
5 fe * 
e 7 
@e 


CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 


> 
=--ን 
p ee) 


THE IDEALS OF INDIAN ART 


of the Divine Law. So, whereas the Greek conception of the Divine Form confined beauty 
to an order of things which seemed pleasant and normal in ordinary human existence, the 
Indian artist makes no distinction between good and evil, as popularly understood, and, 
striving to show the Divine Idea in both, tells us that God's ways are not as man's ways ` 
and that the Divine Form embraces all forms. The Divine Idea embraces both beauty 
and ugliness, as commonly understood, but transcends them both. 

As soon as the agnosticism of Buddha's original teaching gave place to definite concep- 
tions of the Fatherhood of God, as expounded in the “Bhagavad Gita,” it appeared to . 
Hindu philosophers that neither the anthropomorphic ideal of the Greeks nor the ideal o% 
the Indian hero which the Buddhist and Jain artists had adopted was adequate toSym- 
bolise the universal attributes of the Lord and Cause of all things. When Krishna, 
having bestowed upon Arjuna the gift of the “eye divine,” conceded his prayer to reveal: 
E. to him his Universal Form, this is how the resplendent, awful vision, never before seen 
by mortal man, is described by the Hindu poet : 

God ! In Thy body I see all the gods, 
And all the varied hosts of living things, 
And sovereign Brahmá on His lotus-throne, 

d - And all the rishis and the snakes divine. 
I see Thee with unnumbered arms and breasts, 
And eyes and faces infinite in form. ° 
I see not either source or mean or end 
Of' Thee, the Universal Form and Lord, 
Bearing Thy diadem, Thy club, and disc. 
] see Thee glowing as a mass of light 
Im every region, hard to look upon, 
Bright as the blaze of burning fire and sun, 
On every side, and vast beyond all bound. 
The Undivided Thou, the highest point 
Of human thought, and seat supreme of all ; 
Eternal law’s undying guardian Thou ; 
The everlasting Cause Thou seem’st to me. 

I see not Thy beginning, mean, or end ; 

|. Thy strength, Thy arms, are infinite alike, 
- And unto Thee the sun and moon are eyes ; 
I see Thy face, that glows as sacred fire, 
And with its radiance heats the universe ; 

E / For all the heavenly regions and the space 
E "Twist earth and heaven are filled by Thee alone.! 
| - Even to Arjuna, though fortified with supernatural strength, this tremendous apparition 
seemed insupportable, and he begged of Krishna to resume his“ milder, four-armed form,” 
— that which, though revealing his universal attributes, was not too awful for man to look upon. 
— Compared with such a conception of the universal Divine Form, the anthropomorphic 
of Greece and Rome seem puny and devoid of imagination, and I cannot help thinking 
those European critics are altogether unjust and lacking in artistic insight who would 
by the ordinary conventions and canons of European art the efforts of Indian 
to express the supernatural and superhuman by forms not strictly in accordance 
hysiological laws. Art does not need to be justified by the anatomist, 
r by any other scientific specialist. Every artistic convention is justified 
‘ically and expresses the idea which the artist wishes to convey. Indian 
ta," pp. 121-2, translated by Johà Davies. Trübner's Oriental Series. E 
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art is easily intelligible to those who will read it in the light of Indian religion and philo- 
sophy, avhich inspired both the artists and the people to whom the árt was addressed. 
But, like all other art, it must be seen in its local environment, and in the atmosphere 
of the thought which created it. Nothing can be more misleading than to judge it by the 
isolated and generally inferior specimens which are seen in European museums, very few 


of which have, until recently, considered Indian sculpture and painting as worthy of 
serious study by Western artists. 


, India has always clearly recognised the limitations of artistic expression. Art is know- 


*ledge; art is expression. Therefore art cannot supply a symbol for the Inexpressible, 
the Wnknowable, and the Unconditioned. Though only the Quran definitely placed a 
ban upon using any animate forms in art, the objection which underlies the prohibition 

“did not originate with Islam. It is as old as the Vedas. The very word with which the 
Universal Self was expressed in Hindu philosophy was so holy that it was profanation 
for common lips to utter it. Ina great Hindu temple in Southern India it is represented 
by Space—An empty cell. In Indian colour-symbolism it is expressed by black, the 
absence of colour. 

1ከ6 first comprehensible and expressible manifestation of the Unknowable, before 
creation itself, was conceived by ancient philosophers as the Egg, or Womb of the Universe, 
and was afterwards symbolised in India by a female form, Káli, as the Mother of all the 
Gods. I believe that the first symbols in art ever used by the teachers of Vedic philo- 
sophy were those smooth, egg-shaped stones, untouched by hufnan craftsmen, which are 
placed beneath sacred trees and still worshipped throughout the length and breadth of 
India, though the meaning of the symbolism seems to be forgotten, except perhaps by a= 
few intellectual Brahmins. 

The stones symbolise the First Germ, the Egg of the Universe. The tree,! with its 
spreading branches and leaves, is the Universe itself : a well-known symbol of the One in 
many used by worshippers of Vishnu, the Preserver, in the present day. The snake 
which, carved in stone, 1s often worshipped at the same place, is a recognised symbol of 
reincarnation, the process by which the evolution of the soul is gained—a universal belief 
in India. Thus the stone, the tree, and the serpent represent the birth and evolution 
of the cosmos, and the passage of the soul to its goal in Nirvana ; and in this beautiful 
symbolism lies the root of Indan art.? 


1 For an exhaustive discussion of the Brahma-tree in all its aspects, see Ananda Coomaraswamy, “The Inverted 
Tree,” QuarterlyJournal of the Mythic Society, Vol. XXIX (October 1938), pp. 111-149.—P.C. 

5 Havell is not very clear here. What he may have in mind is the well-known imagery of the snake and its cast-off 
skin which symbolise the true Self of the person as distinguished from his psycho-physical personality that he discards 
at the moment of spiritual resurrection. 

For a study of the complex symbolism of the serpent, see J. Ph. Vogel, Indian Serpent Lore, London, 1926. The 
earliest mention of nagas in Indian literature is in the Vedas where they are conceived as powers for evil. One of the 
great antagonists of Indira is the serpent Ahi who lurks in the secret depths of the waters and is responsible at the same 
Time for constricting the flow of this life giving substance. Indra's heroic task is to slay him, releasing for the benefit 
of ntankind what the malevolent creature had misappropriated for his own use. This important mythis the prototype 
of all the numerous legends of later Indian literature in which the central theme is the subjugation of the serpent-dragon 
who represents the powers of Darkness and Matter by the God-Hero who incarnates the principle of Light and the 
Spirit? Thus we have myths recounting the triumph of Buddha over Ahi, Mahavira over Samgana and Krishna over 
Kaliya. The rape of the Nagi by Garuda is another variant of this archetypal myth. Garudais the traditional and 
implacable foe of the entire race of serpents. He is a bird roaming freely in the sky, which is the realm of the Spirit. 
The snakes on the other hand, are creatures of the earth, along which they creep and of which they are very much a 
part. There is thus a natural antagonism between the two, and the serpent, conquered by the great bird, isa natural 
symbol of the Spirit triumphant over Matter, or of Matter seized by the Spirit to which it is assimilated. 

There is another aspect of the nagas as well, whereby these ambivalent creatures are considered to be powers for the 
good also, and worthy of being propitiated, for pleased they endow fertility and prosperity. In Buddhist lore parti- 
cularly, they are represented as devotees of the Buddha and guardians of Buddhist shrines, though sometimes the 
achieve this beatific state only after they have been converted away from their evil ways by the influence of the Buddhist 
dharma —P.C. = 2 EXC + x e. 
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Of course it is probably the case that the use of these symbols originated with very 
primitive superstitions, but I think there is every reason to believe that they were appro- 
priated and explained by Hindu religious teachers in their own way, just as the Christian 
churches have adopted many primitive pagan symbols in their ritual. In the symbolism 
of all religions it is necessary to recognise a process of evolution following the evolution 
of the religion itself. All Indian symbolism has a double meaning, one appealing to the 
popular mind, the other to the philosopher and religious teacher. 

When Hindu religious thought had arrived at the idea that the two conditions known 
as Good and Evil, Life and Death, Creation and Destruction, Beauty and Ugliness, were 
both part of a divinely appointed order of things, it became necessary to assume a iird 
one, a mean, to maintain the equilibrium of the cosmos between these pairs of opposites. 

It is Vishnu, the Preserver, who stands between the opposing forces of good and evil and 
sees that right prevails in the end. “I will take care that the enemies of the gods shall not 
partake of the precious draught [of immortality] ; that they shall share in the labour alone.” 

The great cosmic struggle between good and evil, or between gods and deiaons, is told 
allegorically in the Mahabharata and in the Puranas? as the churing of the waters of chaos, 
the primordial nature-element called the Sea of Milk. It is a very favourite subject with 
Hindu sculptors and painters. 

This is how the story runs : 

In consequence of an offence given by Indra, the ruler of the sky, to a powerful rishi, 
who was an incarnation of Siva, all the gods lost virtue ; the three regions, earth, sky, and 
heaven were wholly depxived of prosperity and energy, and the enemies of the gods, the 

- asuras, put forth all their strength. 

Instructed by Vishnu, the gods entered into an alliance with the asuras in order to 
obtain the nectar of immortality, amrita. They had been told that it must be done by 
churning the Sea of Milk with the holy mountain, Mandara, theabodeofthegods. Ananta, 
the great serpent on which Vishnu reposed (symbolising eternity) upraised the mountain 
with the woods thereon and the dwellers in those woods, and brought it to the Sea 

of Milk, the waters of which were radiant as the thin, shining clouds of autumn. Man- 
dara was the churning-stick ; Vishnu himself, in the form of a mighty tortoise, served 
as a pivot; Ananta was the cord. The gods and asuras, having poured into the sea 
various kinds of medicinal herbs, ranged themselves at either end of the serpent, and 
the churning began. 

Vishnu, manifesting himself in various forms, took part with the gods. As Krishna 
he had wisely stationed the gods at the tail of the serpent and the asuras at the head ; 
so that, scorched by the flames emitted from Ananta's distended hood, the demons were 
at a disadvantage, while the clouds driven towards his tail by the breath of his mouth, 
refreshed the gods with revivitying showers. “The Holder of the Mace and Discus 
[Vishnu] was present in other forms amongst the gods and demons, and assisted to drag 
the monarch of the serpent race; and in another vast body he sat on the mountain. 
With one portion of his energy, unseen by gods or demons, he sustained the serpent-king; 
and with another infused vigour into the gods." 

From the Sea of Milk thus churned by gods and demons uprose the divine cow Surabhi,  ' 
the fountain of milk, first sustenance of the human race. Then came Váruni, the deity of 
wine,? her eyes rolling with intoxication. Next, from the whirlpool of the deep, came 
the celestial Párijáta tree, symbol of all lovely flowers and precious fruits with which the 
earth is blessed. Then came the joys of dance and song, the apsarasas, nymphs of 
heaven of surprising loveliness, “endowed with beauty and with taste." The cool-rayed 
moon next rose, and was seized by Mahadeva (Siva). E 

3 The Vishnu Purana, translated by H. H. Wilson, p. 75. 5 

3 This according to Wilson's translation, but the true meaning of Varuni is “Vishnu's embodied radiance.” See 
“Mahanirvana Tantra,” translated by A. Avalon, p. xxviii. 
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And then poison was engendered by the churning, which began to oyerspread the earth 
with fife and sulphureous fumes. To save creation, Siva, at Brahmä’s request, swallowed 
ays and.held it in his throat, whence he became thereafter blue-throated (nila- 
vanına. 

At last'Dhanwantari, the divine chemist, appeared, robed in white and bearing in his 
hand the cup of amrita. Then seated on a full-blown lotus and holding a lotus in her 
hand, the goddess of prosperity, Lakshmi, radiant with beauty, rose from the waves. 

The great sages, enraptured, hymned her with the song dedicated to her praise. Vis- 
vawasu and other heavenly quiristers sang, and Ghritächi and other celestial nymphs 
danced before her. Ganga and other holy streams attended for her ablutions; and 

, the elephants of the skies (the clouds) taking up their pure waters in vases of gold, poured 
them on the goddess, the queen of the universal world." Lakshmi, when bathed, attired, 
and adorned, threw herself upon the breast of Vishnu, and, there reclining, turned her 
eyes upon the deities, who were inspired with rapture by her gaze. 

[he asuras, indignant at the preference shown by the lovely goddess, snatched the 
amrita cup from the hand of Dhanwantari; but Vishnu, assuming a female form, fasci- 
nated and deluded them, and, having recovered the precious cup, gave it to the gods. 
The latter, revived by the ambrosial draught, quickly overcame the desperate onslaughts 
of the demons and drove them to the nether realms of, Patala : finally, with great rejoic- 
ing, the gods did homage to Vishnu, and, having restored the mountain Mandara to its 
d base, they left the amrita in the safe keeping of Indra and resumed their reign in 
neaven.! š š 

The allegory seems to contain reminiscences of one of those terrible droughts and” 
famines which so often desolate Asiatic countries. Amrita, the nectar for which the 
gods and demons contended, is the rain, of which Indra, the god of the sky whose váhan, 
or vehicle, is the white elephant (the rain-cloud), is the keeper. Mandara, the churn- 
ing-stick, stands for the Himalayas, which attract the monsoon clouds and cause them 
to*lischarge their precious nectar, reviving the earth and bringing the beauteous goddess 
of prosperity to bless mankind. The apsarasas are the mists which dance in the morning 
sunlight. 

The subject is a favourite one in Indian art, but it was never treated on so magnificent 
a scale or with so splendid an effect as in the bas-reliefs which adorn the colonnades of the 
great temple of Angkor Vat, in Kambodia, built about the twelfth century by Sürya 
varman II, “086 of the last of the Hindu kings who ruled over the Indian colony in the 
Further East. The Kambodian temples rank high among the greatest architectural 
and artistic monuments of the world, though they are as yet little known in Europe. 

A detailed description of the Angkor temple is given by Fergusson.? Casts of some 
of the bas-reliefs are in the Royal Ethnographic Museum, Berlin, and in the Trocadéro, 
Paris, and it is to be regretted that none of our national museums possess any reproduc- 
tions of these great works. Plate 85A gives the central figure in the relief representing 
thé churning of the ocean, the finest of the series. The grand design of the whole cannot 
be realised from so small a section, but it may give some idea of its imaginative power 
and masterful vigour. 

The four-armed figure is Vishnu, “the Wielder of the Mace and Discus," who stands 
in front of the churning-stick—the mountain Mandara, which is pivoted on the back 
of the tortoise—controlling the cosmic tug-of-war. The gods and asuras, ranged on 
opposite sides, are using the body of the great serpent Ananta for the churng-rope. 
In another form Vishnu manifests himself on the top of the churning-stick tosmaintain 


its equilibrium. Crowds of attendant spirits are dancing in the air, joyously anticipating. 


the triumph of Vishnu and the gods. 
1 The Vishnu Pyyana, translated by H. H. Wilson. 
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CHAPTER V 
THE TRIMURTI 


THE three conditions, or gunas—1.e. the opposing extremes and the equilibrating meen, 
presented allegorically by the gods, the asuras, and by Vishnu, were recognised in 


= The famous Hymn of Creation in the Rig-Veda (x. 129) describes the universe as pro- 
E eding from the absolute Brahman, the Universal Spirit, the Unknowable, whose first 
manifestation when passing into a conditioned state—comparable to the passing of a. 
— human being from the state of profound sleep to a state of dreaming and then of waking 
መሣብ called Ishvara. The latter in the Hindu theogony stands nearest, to the Western 
idea of an active, personal God. 
The glory of Ishvara as Purusha, or Spirit, makes manifest Prakriti, the Essence of 
tter, inherent in Brahman, but until now unmanifested. Purusha, through its divine 
er called sakti, the female principle, causes Prakriti to take form. Inherent ifi 
akriti are three attributes, or aspects, known as the Trimürti, which are symbolised 
th in Hindu and in Maháyána Buddhist sculpture and painting by a male three-headed 
nity (Plate 85B) or separately as three divinities, Brahma, Vishnu, and Siva. In 
| theogony of Mahayana Buddhism the Hindu Trimürti were identified with Buddha, 
ngha, and Dharma respectively. 
Each aspect of the Trimárti is correlated to Purusha and Prakriti as follows : Brahma, 
lation to Purusha, or Spirit, represents Being, or Truth ; as related to”Prakriti,“or 
atter, he performs the function of Creator, and represents the condition of activity, or 
Vishnu, as related to Purusha, represents thought-power ; as related to Prakriti, 
reserver, representing equilibrium and rhythm. Siva, as related to Purusha, 
liss—the joy of creation and the perfect beatitude of Nirvana ; but in relation 
16 is the Destroyer, the dissolving power—which connotes, however, the 
'eneration.! š . ‘ 
phic concept of the evolution of the universe is often symbolised in Hindu 
of Ishvara, under the name of Narayana, sleeping on the waters of chaos 
Sesha, or Ananta, “the Endless"—the symbol of eternity, which encircled 
5 vast coils (Plate 84B)—while Brahma, the Creator, appears enthroned 


of the colossal three-headed image from Elephanta as being a composite image of Brahma,, 
T difficulties that have been discussed by variousscholars. Havell himself appears to be 
gnised the feminine character of the face to the left, though he seemingly got over the prob- 
ephanta sculpture, Brahma the creator was replaced by Parvati, Siva's sakti, also the creat- 
(Development of Hindu Iconography, Calcutta, 1956, pp. 476-477) is of the opinion 
lowncast eyes with the finely drawn brows, the distinct pout of the lower lips, the 
stefully arranged on the forehead and other features not only differentiate it from the 
the face of a female figure." He reinforces this opinion by a reference to other 
ctly feminine faces and by a reference to the doctrine ofethe two forms of 
Image of Mahadeva in the Cave Temple on Elephanta Island," Ancient 
e to represent the fully manifest Siva, the central face being that 
ht that of Aghora-Bhairava, and the sensuous lovely faceto the left 
tat of the Goddess Uma, who is Siva’s Sakti, inseparably part of 
represent the Trimurti of Brahma, Vishnu and Siva, but is 
the Deity who ends both death and time, while the face to 
e by nature.—P.C. 
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-upon a mystic lotus-flower, the symbol of purity and heavenly birth, which is growing 
from Näräyana’s navel. Ç 

To understand this allegory it is necessary to know that the physical basis of Hindu 
metaphysics, upon which its artistic symbolism is founded, is centralised in the apparent 
movemertt of the sun round the earth, of which the cosmic cross was the symbol in the 
ancient Aryan world. The four points of the cross indicated the position of the sun at 
midnight, sunrise, noon, and at sunset respectively. 

Náráyana sleeping, or absorbed in Yoga, on the primordial waters, is the sun from the 
time it disappears below the horizon until it rises again. Brahma, born from the lotus 
which grows from Náráyana's navel, is the sunrise which causes the lotus-flowers to open. 
Siva, who in the struggle between the devas and asuras, or between light and darkness, 


* claims the moon for his own, is the sun setting behind the snow-clad Himálayan peaks, 


when the moon rises to adorn Mahadeva's brow. Vishnu, the principle of equilibrium, 
is the sun at noon, standing between Brahmá and Siva as mediator. 

. The circitmambulation of a shrine, the most ancient of rites and part of the ritual of 
Hindu worship at the present day, and the orthodox Brahmin's sandhya, or the prayer 
which he addresses to the Supreme Being at sunrise, noon, and sunset, both belong to the 
ancient symbolfsm of sun-worship. ` 

The apparent movement of the sun from east to west was also indicated by the old- 
world symbol, the swastika, formed by adding four short lines of direction to the four points 
of the cosmic cross. According to Count D'Alviella it is therexclusive property of the 
Aryan race. The ascending movement of the sun naturally represented the whole 
principle of order and well-being in the universe, and thus the swastika becante the sym; 
bols of life and of man's material prosperity. The reverse movemént, indicated by the 
sauwastika, was the descending principle, connoting disorder and dissolution. 

The philosophic debates in the orthodox Hindu schools eventually resolved the four 
central deities into three, by identifying Sürya with Vishnu. Thus was evolved the idea 
ofethe Trimtirti, the three aspects of the One, which have their material manifestation in 
the three cosmic forces, conditions, or gunas. 

All the innumerable gods and goddesses of the Hindu pantheon are sub-manifestations 
of the Trimürti, and Sukracharya, one of the few Sanskrit writers on art whose works 
are at present known, classifies them as follows, according to the gunas which they 
represent : 


Said “An image of God, sitting in meditation in the posture of a yogin, with 
hands turned, as if granting boon or blessing to his worshippers, surrounded by Indra 
and other gods praying and worshipping.” 


Rajasik. “An image seated upon a váhan, or vehicle, adorned with various ornaments 
swith hands holding weapons, as well as granting boon or blessing.” 


. 
o 


Tamasik. “A terrible armed figure fighting and destroying demons." 


The imagery and symbolism with which Hindu poets and artists clothed these meta- 
physical ideas were generally drawn from the wonderful nature of the Himalayan moun- 
tains and valleys. Brahma, from being the symbol of sunrise, developed into the per- 

1 One of the most ancient symbols of Hinduism is the four-headed lingam, many examples of which are preserved in 
the Indian Museum, Calcutta. The short pillar on which the heads’are displayed cross-wise stands for Ishvara. The 
four heads are those of the four central deities of the Hindu pantheon (afterwards resolved into three—#he Trimarti), 
namely, Vishnu, Brahma, Surya, and Siva. Vishnu, in his dual form, Narayana-Vishnu—the one representing his 
yogic state, the other his active cosmical powers, eventually superseded Sarya, whose images are aten difficult to dis- 
tinguish from those of Vishnu. The four points of the cosmic crogs, starting from the base, thus became Narayana, 


Brahma, Vishnu,?and Siva. e e . 
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= sonification of prayer, because to the sunrise all the prayers of the Aryan race had been. 
addressed from tire immemorial. It was at the end of the winding lotus-stalk growing 

in the cosmic waters that the lovely flower of the morning sun blossomed. AUM, MANI 

PADME HUM : “ Hail, Lord Creator! the Jewel is in the Lotus,” was the invocation of the 

rising sun expressed in different formularies by all the ancient Aryan world. “ . 

As Creator, Brahma presided over the fertilising element, water. His váhan was 
appropriately the imperial swan, or the lordly wild goose, which had its honíe in the 
Himalayan lakes (Plate 87A).! His colour symbol was red, like the rising sun, whose rays 
brought life to the sleeping world, and red lotuses were the flowers which his worshippers 
offered to him. ° 

The finest image of Brahma now extant is probably that which is now preserved in the 
Ethnological Museum, Leyden, Plate 86C. It is one of the great monuments of the 
Brahmanical period of Indian art in Java, which lasted from about goo to 1500 A. D. 
The Creator is represented with four heads crowned with massive tiaras, symbolising 


the divine nectar, the elixir of life: each of the others holds a pilgrim’s water-vessel, 
water being regarded as the creative element. Intertwined with the water-vessel is the 
sacred lotus, the Creator’s floral emblem. Behind the lower part of the figure, unfortu- 
nately mutilated, is Brahmá's vähan, the swan. The arms and body of the deity are 
ornamented with richly wrought jewellery, and over his left shoulder hangs the sacred 
thread, the upavíta, worn py Brahmins. ° 

An awe-inspiring dignity and worshipful solemnity pervade this conception of the 
an rest the human race, the Dyaus-pitar, Heavenly Father, Giver of Life and 

eceiver of all prayers. In the presence of great art like this it is mere’ impertinence 
to inquire whether such conventions as four heads and arms are permissible. In this 
case the end which the artist had in view is attained, and the conventions are justified 
thereby. The test of good art, as Rodin has said, is that the eye shall be perfectly satis- 
fied. Here there is nothing that can be taken away, and nothing that can be added. 
One can only say that the artist has attained to his ideal, and that ideal is noble and 
sufficient. No human art is absolute and final; it is only the dilettante who delights in 
fixing rules for it to bring it within the compass of his own understanding. 

It may be granted that it is only in truly inspired art that such transcendental con- 
ceptions of the godlike can be tolerated from a purely esthetic standpoint, but it is just 
the privilege of genius to break away from the limitations which bind mediocrity. Hindu 

art has been judged in Europe, particularly in England, not by these masterpieces of 
the pre-Muhammadan epoch, but by the puerile illustrations of the Hindu pantheon 
given by Moor and other still more prejudiced writers, or by debased modern types 
collected at South Kensington and elsewhere. It is as if an Indian critic were to judge 
the art of the Renaissance in Europe by the garden gods and goddesses now imported 
into India as Italian art. . 

Vishnu, the Preserver (Plate 86A), the second of the Trimürti, ruled over the firmament, 
and his colour is the deep transparent blue, pure as crystal, of the Himalayan sky when 
it has been swept by the monsoon storms. His upright, rigid, columnar pose fitly ex- 
presses his character as the Pillar of the universe; and what could better express his 

= Sustaining, equilibrating power than his vähan, Garuda, the eagle with outstretched 
wings, poised motionless in mid-heaven over a Himalayan valley ?? 

"ድ 1 The Sanskrit word for a swan, or goose, hamsafis convertible into sa—HAM = IAM HE, i.e. Brahma. Ir poetry the 

flight ‘swan is compared to that of the parting soul. 

A "Hindu architects used the idea of the cosmic pillar in the Diwan-i-khas at Fatehpur-sikri, raising the im- 

je upon z column with a colossal bracketed capital which was approached from a gallery*by four gangways 

four quarters of the earth. A cast of itis in the Indian Section of the Victoria and Albert Museum, 
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B. Two women from Mathura. 
(Archaeelogical Museum, Mathura). 
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A. Bronze statuette of Apparswami. B. Bronze statuette of Sundara-mürti Swami. 


(From the original in the Colombo Museum). (Colombo Museum, Ceylon) 
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A. Ibrahim-ka-Rauza, Bijapur. 


6 B. Ahe Rauza of Rani Sipri, Ahmedabad. 
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E ° THE TRIMORTI 153 
- The sun which sustains the universe was his chief emblem, and perhaps the original 
idea of the many-armed images which represented Vishnu (Plate 103B) was to suggest PN 
the all-pervading rays of the midday sun. ፲፲15 chakra, the Wheel of Life, which, like the E 


Buddhist Wheel of the Law, seems to have been evolved from the swastika, symbolised Ane”): 
not the sun itself but its apparent revolution round the earth. It generally has the cosmic 
cross placed within it (Plate 86A). The Upanishads thus explain its mystical meaning : 
“ላሬ tht spokes of a wheel are attached to the nave, so are all things attached to Life. 
This Life ought to be approached with faith and reverence, and viewed as an immensity 
D which abides in its own glory. That immensity extended from above, from below, 
from»behind and from before, from the south and from the north. It is the soul of the 
universe ; it is God Himself.’’1 
a * Vishnu is also represented by the tree whose trunk is the upright limb of the cosmic 
cross. It has its branches, leaves, and fruit in the starry heavens. This is analogous A 
to the Buddhist symbolism in which the heavenly dome is likened to an umbrella,? a J^ 
series of umbrellas superimposed forming the “tee” placed on the top of a stúpa to re- " 
present the different spheres or planes through which the soul ascends to Nirvana. E 
The image of Vishnu in Plate 86A is another striking example of Hindu sculpture in ' LINE. 
Java which is fufly equal to the finest Buddhist art at Bóróbudür. The rigid uprightness 
of the figure i$ clearly intended to express Vishnu's special manifestation as the cosmic = . — 
| pillar, or tree, as the Preserver who keeps the balance*between the contending forces of 553 
hight and darkness, rather than the universal attributes which are assigned to him by the an 
Vaishnavaite sect in modern Hinduism. . . አና 
He is here represented with four arms, instead of eight, which are used to emphasise EM - 
by repetition the columnar uprightness of the body. The attributés displayed are the 
discus, or chakra, and the mace, gadha, on the right side; on the left, the conch-shell, 
and another which is broken.? 
The third of the Trimárti,* Siva, the Destroyer, Regenerator, and Lord of Bliss, found 
a fitting material symbol in the snow-clad mountain-peak.' Fire was his element, at 
once destructive, purifying, and regenerative. Possibly some active volcano in the 
Himalayan regions may have first suggested this association; but Siva’s destructive 
forces would be sufficiently represented by the fury of Himalayan storms and by the 
desolation caused by the frequent earthquakes which rent the mountain-sides. Nothing 
could more finely symbolise the spiritual power of meditation than the serene majesty 
of the-highgst Himalayan peaks in the morning sunlight, when Siva’s “blue-throat” is — — — 
seen beneath the snow-line ; or at dusk, when the crescent moon which adorns the great * x 
god’s brow rises in mystic beauty over the snowy ridge. The white ashes of the sacrificial 0 
E fire and the blue throat of the flame are analogous symbols. 

The cobra became Siva’s especial emblem because, while its spiral coil represented the 
principle of ‘cosmic evolution, or of life, the deadly poison contained in its fangs repre- 
sented the principle of involution, or death ; and its habit of shedding its skin periodically ` 
was a symbol of reincarnation, or rebirth. 

— Siva’s vähan was the bull, Nandi, which carried the sacrificial wood, and also symbolised — 
his generative force. On the spiritual plane Nandi represents dharma, or the whole duty — — 
of tHe Hindu. The Ganges and other sacred rivers which flowed from Himalayan glaciers ` 
through the mountain forests, “the great god’s hair," were naturally associated with the ` 
idea of spiritual purity represented by Siva himself. * 


ኣላ 


1 Translated by Monier Williams. O 
3 For a more detailed analysis of the identical symbolism of Worki Tree and Umbrella, see Coomarasanfy, “Ushnisha ` 
and Chhatra,” Poona Orientalist, Vol. III (April 1958), pp. 1-99.—P.C. > ብሽ 


3 The mystical nteaning of Vishnu’s attributes are explained in detail in the description of Plate 10$B., Part II, belo Wee 
4 In the Elephanta Trimürti, Plate 85B, Siva’s Sakti, ór female energy, Parvati takes the place of Byahma as Creatrix. ` 
See, “Ancient and Med. Arch. of India,” by the author, p- 1630 . . ue 
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The philosophical concept of the Trimürti, the three Aspects of the Supreme, correlated 
with the three gwfias or conditions inherent in Prakriti, affords a common basis of belief 
for all Hindu sects ; but the two deities, Vishnu and Siva, gradually absorbed the special 
attributes of Brahma, who, as the chief divinity of a sect, ceased to claim many votaries 
for two reasons : first, because, as a symbol of prayer, he was held to be present in all 
worship ; secondly, because, as a symbol of creation, his special work in the cosmos was 
finished and he could no longer be moved by prayer. At the present time there are not 
more than one or two temples specially dedicated to Brahma in the whole of India, 
though his image often appears in the temples of other sects. 

This process of absorption resolved orthodox Hinduism into the two main sects which 
exist at the present day ; the Vaishnavaites, the devotees of Vishnu, who are in a majority 
in Northern India ; the Saivaites, those of Siva, who are most numerous in the South. 
The Sauras, or worshippers of Sarya, still remain as a distinct sect, but it is not a numerous 
one. The images of Sürya are often identical with those of Vishnu. 

Vishnu to the Vaishnavaites is Brahma, Vishnu, and Siva. In the same way Siva, 
to the Saivaites, represents the whole Trimürti. This interchange of symbols between 
different sects often makes Indian religious ideas seem tangled and confused to Europeans. 
It should always be remembered, not only that any one of the Trimürti may stand for all 
three, but that any Hindu deity may be regarded as a symbol or manifestation of all 
the powers of the One God. : 

Vishnu in his universal chayacter has ten avataras, incarnations, or “descents,” in 
which he manifested himself to the world. In the first, the Matsya, or fish-incarnation, 
e is 531010 have saved Manu, one of the progenitors of the human race, from a great 
flood. In the secofd, the Kurma, or tortoise-incarnation, he assisted iñ the churning 
of the ocean. The next was the Varáha, or boar-incarnation, in which Vishnu raised the 
earth from beneath the waters of chaos, or, according to a Puranic legend, rescued it 
from a demon who had dragged it beneath the sea. The Narasinha, or man-lion incar- 
nation, was the form in which he is said to have appeared to destroy the wicked king 
Hiranya-kacipu (Plate 86B). This is the subject of one of the most dramatic of the 
Ellora sculptures.! The fifth incarnation, known as the Vamana, or dwarf, refers to 
the “three strides of Vishnu," or the three positions of the sun at rising, at noon, and 
atsetting. In the Puranas he is said to have assumed the form of a dwarf to recover the 
dominion of the earth from a demon-king, Bali. 

The four historical or quasi-historical avataras are those of Parasu-Räma, or Rama 
with axe—a Brahmin who overthrew the Kshatriyas and established Brahmin supremacy 
in Northern India; Rama Chandra, the hero of the Ramayana; Krishna, the hero of 
the Mahabharata and the inspired teacher of the Bhagavad-Gita ; and Gautama Buddha, 
the founder of Buddhism. 

The tenth and last avatar is that of the Hindu Messiah, Kalkin, who at the end of the 
present dark age, the Kali Yuga, is to appear riding a white horse, with a flaming sword 
in hand, to restore righteousness and to rule the earth. 

The passage from the Bhagavad-Gita quoted above? is one of the grandest descriptions 
in Hindu literature of Vishnu’s universal form and attributes. In sculpture this con- 
ception of Vishnu is very finely rendered in the Mamallapuram relief, Plate 1035. In 
popular Hindu art of the present day, especially in Northern India, the favourite subjects 
are the allegorical legends relating to Vishnu’s incarnation as Krishna, his exploits as 
the destgoyer of demons and wicked men, his sports with the gop%s, and the beautiful 
episode of Radha’s devotion. es. > 

Siva, 85 the supreme deity of the Saivaites, is generally known as Mahadeva, the 
Great God. In sculpture he appears sometimes as the Great Yogi, wrapt jn meditation 


' 1 Part I, “Indiag Sculpture and Painting," Plate 13. , ° ds 
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like the Buddha ; sometimes in his terrific aspect as Bhairava. Oneof the most inspired 
conceptions of Hindu art is that of Siva as the Universal Lord, or the Soul of the Universe 
manifesting itself in matter, in his mystic dance of creation, symbolising the perfect joy 
which God feels in the creation which He makes, controls, destroys, and renews at will. 
The Purahas record various legends which develop allegorically this fundamental concept 
of the cosmic rhythm. Siva, it is said, to please his consort Parvati, performed this 
dance, called the Tándavan, in the presence of all the devas, to the accompaniment of 
the celestial drum, which, like Vishnu’s conch-shell trumpet, is the symbol of vibration, 
the creative force. This is the subject of the magnificent fragment from Elephanta, 
illustrated in Plate 108A, and of the Ellora sculpture, Plate 107B. 

He is said to have also performed this dance on the prostratebody of the demon-dwarf 

" Tripura, representing the world, the flesh, and the devil, who was sent by some envious 
sages to attack him. This is the usual form in which Siva is represented in South Indian 
bronzes, of which the Madras Museum has two superb examples. One of them has been 
„illustrated ih my “Indian Sculpture and Painting," Plate 19 ; the other is shown here in 
Plate 88. In composition these two bronzes are almost identical, but in the latter the 
aura of flame surrounding the figure, and the waving locks of matted hair, symbolising 
the sacred river$ which flowed over Mahadeva’s head, are broken away. There is, how- 
ever, a great difference in the feeling which animates the two. 

In both of them Siva has four arms, instead of eiglft, as in the Elephanta and Ellora 
sculptures. In the uppermost right hand is held a small hour-glass-shaped drum, the 
symbol of vibration, or the life-principle. The corresponding left hand holds the sacred 
purifying fire, symbol both of the destruction of the body and of the heavenly g?ace which 
the soul may gain thereby. In the lobe of the right ear there is a woman’s ornament, 
in the left a man’s earring: by which is expressed the nature of the Deity, combining 
both the male and female principle. 

There is a great contrast between the elegant grace of this most delightful bronze and 
the vehemeht, overpowering energy of the Elephanta and Ellora bas-reliefs. There is 
less of the divine and more of mundane feeling in its youthful, almost feminine lightness 
and gaiety. We feel that the sculptor was chiefly absorbed in the effort to express the 
abandon of youth yielding itself wholly to the rhythm and ecstasy of the dance. In 
this joyous, spontaneous mood, it is much more akin to Greek art than the trivial, de- 
cadent sculpture of Gandhara, to which many critics would attribute the source of Indian 
artistie inspiration. ‘And certainly a Pompeian or Tanagran sculptor, or their disciples 
of the Italian Renaissance, would be more proud to acknowledge a kindred feeling in the 
perfect art of this South Indian image-maker than to claim relationship with the mostly 
insipid and mechanical work of Kanishka’s hireling stone-masons. 

It is difficult at present to date these bronzes with any degree of certainty. They are 
undoubtedly much later than the Mámallapuram sculptures, and later than those of 
*Ellora; but they are considerably earlier than the great temple of Madura, the sculp- 
tuwes of which in many cases betray strong Western influence. Täranätha, in his 
brief sketch of Indian art-history, written about A.D. ፲608,፤ mentions three skilful South 
Indian image-makers: Jaya, Parojaya, and Vijaya. Possibly the Madras Museum 
bronzes may be the work of one of these artists. 

The symbolism conveyed in one of the chief agents of Siva's destructive power, his 
son, Karttikeya, the god of war, needs no explanation. He has for his véhan the peacock, 
an appropriate emblem for the pride, pomp, and ciréumstance of war. The superbly 
decorative composition showing Karttikeya in his’war-chariot, flying like a whirlwind 
to battle, given in Plate 89A, is a portion of one of the Kambodian reliefs from a cast 
in the Trocadero, Paris. N 

The other progeny of Siva is the dwarf, grotesque Ganesha (Plates 89B, 90A and B) 

° . ° 


ı See Part I, “Iñdian Sculpture and Painting.” x " 
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who is the god of intellectuality, of worldly wisdom, Lord of the lesser divinities, pro- 
tector of househofds, and patron of authors. The Puranas record his birth on tliis wise. 
Parvati, the wife of Siva, was having her bath in her lord’s absence, and for the sake 
of privacy fashioned Ganesha from the turmeric paste with which she had anointed 
her body, and set him down at the door to keep off intruders. Siva, unexpéctedly re- 
turning, found his entrance barred by the unknown doorkeeper, and in a rage cut off 
his head. Parvati was irate at his rashness, and would not be pacified until Siva had 
promised to restore Ganesha to life. The latter’s head could not be found, so Siva 
went off into the forest and found an elephant sleeping with his head turned towards 
the north—the direction of his Himalayan paradise. He thought this would serve for 
the head of his supposititious son, so he severed it and fitted it on to the body of Ganesha: 
thus fulfilling his promise, though in a rather unexpected and incongruous fashion. 
The meaning of the allegory is clear. Ganesha, who is the protector of households, 
represents the wisdom which brings to mankind a great store of this world’s goods ; the 
sagacity of an elephant which keeps the mind tied to earth, not the spiritual power of 
Siva, which can take wings and lift the soul to heaven : wherefore he is the patron deity 
of scribes and publishers. He was not born of the perfect union of the Soul and Matter, 
Purusha and Prakriti, but was fashioned from the dross of Mother Earth, and his vehicle 
is the mean, earth-burrowing creature, the rat. Nevertheless, he is a jovial, well-dis- 
posed deity, and always immensely popular ; and, as the intuitive intellectual power 
must always be joined with reason, so, by permission of the gods, Ganesha’s name is 
always to be invoked first in sacrifices. 
^ The sanie device of gentle ridicule for conveying a moral lesson is used in the story of 
Daksha, as told in the Puranas. In this case the moral conveyed is the inefficacy of 
sacrifices when directed towards selfish or unworthy objects. The explanation usually 
given that the story refers to sectarian disputes between the followers of Vishnu and 
- Siva seems to me to miss the whole point of it. 
E. Daksha is the personification of intellectual pride: his name signifies “ability,” and 
4 he was said to be one of the progenitors of the human race. He had twenty-four fair 
= daughters, who are personifications of respectability and all the domestic virtues. Among 
| i them, however, Sati, or Truth—the essence of spirituality—was passionately devoted 


, 


to Siva, and, though he appeared as a ragged ascetic, besmeared in ashes and with 
matted hair, she chose him as her husband in preference to many other powerful 
and wealthy suitors. š E 
" This incensed her father, who was worldly-wise and would only pay respect to the 
I Preserver, Vishnu, the bestower of wealth, happiness, and prosperity. Daksha had 
arranged for a grand horse-sacrifice, to which all the devas, except Siva, were invited. 
Sati, though uninvited, attended the feast, but, unable to bear the insults which 
Daksha flung at Siva and herself, she fell dead at her father's feet.1 I 
Siva, then, assuming one of his terrific forms as the Destroyer, summoned all his hosts, 
and in a furious combat defeated and slew Daksha, though the latter was assisted by 
other devas, and carried off the body of Sati. The whole world was convulsed with the 
š great god's grief and was threatened with dissolution, until Vishnu, with his discus. cut 
a the body of Sati into pieces, which fell upon the earth. Siva, relieved of his burden, 
returned to meditation in his Himalayan paradise. 
Sati was subsequently reborn and again became Siva’s bride as Uma, or,Parvati, the 
— fair daughter of Himalaya. At the intercession of Sati's mother Daksha was restored 
to life; but, as his head could not be found, it was replaced by that of a goat. The 
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animal chosen, as in the case of Ganesha, points the moral of the story—the goat is the 
animal most frequently offered in Hindu sacrifices. , 

Like the fine sculpture of the same deity now in the Ethnographic Museum at Leyden, 1 
the monumentai image of Ganesha shown in Plate 89B comes from Java. Ganesha 
is generally treated as the Indian counterpart of the Falstaff among Chinese household 
gods, the round-bellied god of good luck. It would hardly occur to the Western mind 
that such uncompromising artistic materials as those provided by the Puranic myth— 
a decapitated infant’s body furnished anew with the head of an elephant—could be 
treated ofherwise than as a subject pour rire, a grotesque, belonging to the category of 
the decorative rather than the “fine” arts, according to our arbitrary and misleading 
modern classification. 

But Indian genius has here risen above pedantic prescription and given us a really 
noble conception of Ganesha in a serious mood, as a personification of man’s animal 
nature, imbued with something of the mystery of the Sphinx and a certain supernatural 
soleninity, carried out with magnificent strength and breadth of modelling (Plate goB). 
Ganesha is a symbol of social order and stability : an apotheosis of all the qualities which 
mah shares with the animal creation. Siva is the symbol of the soul—Atman ; Ganesha, 
his son, stands for Manas, the mind.? 

The metapl»ysical ideas represented by Hindu images are often symbolised more 
abstractly by geometric signs ; for the philosophic Hindu is often as averse to the natura- 
ljstic forms of symbolism as the most furious iconoclast of Christianity or of Islam. The 
laws of Manu associate the Brahmins who have charge of temple images with thieves 
and all sorts of disreputable persons ; and even at the present day they are, asa class, 
held in the greatest contempt by the learned pandit. It was probably Greco-Roman 
influence, acting upon Buddhism, which enlarged enormously the Hindu pantheon and 
reconciled orthodox Hindu thought to the worship of images as a spiritual aid, more 
especially for those who were intellectually deficient or too uncultured to understand 
the metaphysics of esoteric Hinduism. D 

In this geometric symbolism God, the Absolute or Unknowable, is represented by a 
point, or dot (parm), which is one of the Hindu sectarial marks. The symbol of God 
manifested in the cosmos is an equilateral triangle, the three sides of which may be 
taken to represent the Trimürti. When the triangle stands on its apex it signifies expan- 
sion or evolution, and, like the swastika, the ascending creative force—or life. It is 
also the symbol of water as the creative element, and is adopted by Vaishnavaites as 
the symbol 6f Náráyana-Vishnu. The triangle reversed, or standing on its base, signi- 
fies involution, or contraction, and hence fire, as the destructive element. It is one of the 
symbols of Siva. 

The two triangles intersecting form the mystic lotus, known as King Solomon's 
Seal, the seat of Brahmá, the casket which contained the Jewel of Life. It was also the 
symbol of the cosmic element, ether. | 

The spiral was another geometric symbol of evolutionary force, represented in nature 
by the whirling of dust-storms and waterspouts, the eddying of whirlpools, or the wreaths 
of evaporation in water, the curling of smoke, and in Hindu allegory by the Churning 
of tke Cosmic Ocean. It is represented in Hindu art by the coiled, or gliding snake, 
the antelope’s and ram's horn, the conch-shell of Vishnu and the sri-vatsa curl on his 
breast, the salagram stone, Näräyana’s navel, and the winding stalk of the lotus. 

The mystic syllable Aum was also represented by a spiral symbol which is scylptured 
on one ofsthe Elephanta reliefs.? . 


. . 
3 See Part I, “Indian Sculpture and Painting”, Plate 21A. 
2 For a traditional interpretation of Ganesha, see Hariharanand Sarasvati, “Greatness of Ganapati,” Journal of the 
Indian Society of Oriental Art, VIII (1940), pp. 41-55.—P.€. ሄ š - 
? See also Alberımi’s "India," vol.i.p.173. Trúbner's Orienfal Series. . E 
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The spiral, together with the swastika and sauwastika, and the parallel symbols of 
the equilateral triangles, and the three steps of Vishnu, provide the basis of innumerable 
intersecting patterns in Asiatic decorative art ; but this is a subject beyond the scope of 
c] my present inquiry. 
=. Another aniconic symbol, Siva’s lingam, which in Northern India has almost universally 

ሹ፡. "taken the place of quasi-anthropomorphic symbols, was in all probability originally 
derived from the votive stúpa of Buddhism. In Saivaite symbolism it represents the 
same ideas as those which are associated with the cosmic Tree, or Pillar, and the chur- 
ning-stick of Vishnu, t.e. it stands for the pivot or the axis of cosmic forces, like the 

“poles” of the earth ; or for the pillar of the cosmic ascent, at the foot of which is the 
joy of creation, at the summit the bliss of Nirvana. According to a Saivaite myth 
both Brahma and Vishnu failed in their attempt to measure it : for who but Mahadeva 

* Himself could reach to the height of the heavens or fathom the depths of hell? Though 

x phallic associations are undoubtedly connected with it popularly, to the cultured Hindu 
it is only suggestive of the philosophic concept that God is a point, formless, or that He 
isthe One. 

5 The ideas connected with sex symbolism in Hindu art and ritual are generally misin- 
terpreted by those who take them out of the environment of Indian social life. In the 
Upanishads sexual relationship is described as one of the means of apprehending the 
divine nature, and throughout oriental literature it is constantly used አያ መው. 

to express the true relationship between the human soul and God.! 

The words of-Sir M. Monier-Williams are very applicable to the whole question of sex 
symbolism in Indian religious art : “In India the relation between the sexes is regarded 
85 a sacred mystery, and is never held to be suggestive of i improper or indecent ideas." 

H. H. Wilson also says : “Whatever may have been the origin of this form of worship 
E. . in India, the notions upon which it was founded, according to the impure fancies of 
5 European writers, are not to be traced in even the Saiva Puranas."? 
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CHAPTER VI 
Y THE FEMININE IDEAL 


HAVING seen how the male human figure in Indian art is used to symbolise the nature 
of Divinity, we will pass on to consider the feminine ideal. Purusha and Prakriti, Soul 
and Matter, are held to be inert in themselves, so each of the Trimürti has its sakti or 
*saktis, divine powers representing the female principle, which enable them to perform 
their functions in the universe. Expressed in concrete forms, the female counterpart, 
or wife, of Brahmá, the Creator, is the goddess Saraswati, who symbolises learning and 
wisdom, and'is the patroness of thefinearts. Similarly, the sakti of Vishnu the Preserver, 
is Lakshmi, or Sri, who symbolises earthly prosperity, or good fortune. The saktis of 
Siva, as the Destroyer, are Durgá, Gáuri, and other fighting goddesses, destroyers of 
demons, to propftiate whom bloody sacrifices, and sometimes human victims, are offered ; 


` but in his benfgn aspect the sakti of Siva is Uma, or Parvati, daughter of Himalaya, 


symbolising spirituality and purity (Plate 91A and B).* 

o In Kali, the Ender of Time and Giver of Nirvana, the female principle is worshipped 
as the Mother of all the Gods. As the sakti of Siva in his aspest as Mahá-kal, Time, it 
is Kali who, at the end of a cosmic cycle, destroys even her own husband and dissolves, 
all the worlds, reducing nature and all the devas to their formless, ünconditioned state, 
when Narayana reposes again on the primordial waters. The “Nirvana Tantram” 
says : “As the lightning is born from the cloud and disappears within the cloud, so Brahma 
and all other gods take birth from Káli and will disappear in Káli." Her images are 
always black because “as all colours, white, yellow, and others, are absorbed in black, 
so all the elements are in the end absorbed in Kali; and as the absence of all colours is 
black, so Káli is represented black in order to teach the worshipper that the goddess 
is without substance and without gunas.” 

This conception of Káli does not, however, appear to have been prominent in the great 
period of Indian sculpture, when Parvati appears most frequently as Siva's consort, and 
the mederngartistic répresentations of her are generally of the most puerile description. 

Though intermediate between soul and matter, and except in the case of Káli rarely 
considered as having an entity apart from the male, the female principle is nevertheless 
regarded as the most potent force in creation, being representative of the Energy, Power, 
or Virtue which manifests itself throughout the universe in qualities both benign and 
malignant, various, elusive, and contrary as the elements of woman's nature, which an 
indian legend of the creation, gracefully paraphrased by Mr. Bain, summarises 
thus: 

In the beginning, when Twashtri [the Divine Artificer] came to the creation of woman 
he found that he had exhausted his materials in the making of man and that no solid 
elements were left. In this dilemma, after profound meditation, he did as follows. He 
took the rotundity of the moon and the curves of creepers, and the clinging of tendrils, 
and the trembling of grass, and the slenderness of the reed, and the bloom of flowers, and 
the lightness’ of leaves, and the tapering of the elephant’s trunk, and the glances of deer, 
and the Clustering of rows of bees, and the joyous gdiety of sunbeams, and the weeping of 
clouds, and the fickleness of the winds, and the timidity of the hare, and the'vanity 'of 
the peacock, and the softness of the parrot’s bosom, and the hardness of adamant, and the 
sweetness of honey, and the cruelty of the tiger, and the warm glow of fire, and the cold- 
ness of snow,*and the chattering of jays, and she cooing of the kokila, and the hypocrisy 
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of the crane, and the fidelity of the chakrawaka ; and, compounding all these together, 
he made woman and gave her to man.’’} ' 

In early Indian sculpture and painting, before the metaphysical idea of sakti began to 
be represented in female form, there is no super-woman. At Bharhut (Plate 92) and 
Sanchi both men and women are represented in a purely naturalistic manner ; and at 
Amarävati, where aristocratic or divine birth in the male sex is symbolised by the super- 
human body, the female form still continues to be treated entirely naturalisticaliy. 

The ideal of the independent sportswoman, as the virgin goddess Diana, patroness of 
the chase, has no counterpart in Indian art; though as the slayer of demons, Durga, 
and as Kali, the Destroyer, the feminine principle in Hindu theogony is given its ferocious 


were principles recognised by every Indian school of religious teaching, even by those 
which did not distinctly forbid the killing of animals for food. Until the Muhammadan 
conquest, hunting was never such a favourite theme with Indian artists as it was in Assy- 
ria and ancient Iran ; animals are either the object of worship themselves or they join 


a men, as their fellow-creatures, in worshipping at the sacred shrine the Source of all 
ife. š 


from social or domestic conventions and restraints, it was to claim equality with men in 
the spiritual, not the wordly life. What Mrs. Rhys Davids says of the early Buddhist 
sisterhood is tree of Indian womanhood in general : 

. “To gain this free mobility, pace the deeper liberty, they, like their later Christian 
sisters, had laid down all social position, all domestic success ; they had lost their world. 
But in exchange they had won the status of an individual in place of being adjuncts, 
however much admired, fostered, and sheltered they might, as such, have been. ‘With 
shaven head, wrapt in their robe'—a dress indistinguishable, it would seem, from the 
swathing toga and swathed undergarments of the male religiewx—the Sisters were free 
to come and go, to dive alone into the depths of the wood, or climb aloft.''? 

And Mrs. Rhys Davids's comment that, “in Buddhist hagiology there is no premium 
placed on the state of virginity as such," ? may be taken as having general application 
to Indian women also. The ideal of feminine purity and all the consecrations of woman- 
hood in Indian thought are centred first in the chaste wife and mother, and next in the 
religieuse, whether she be virgin or widow. Virginity, in itself, is only a calamity which 
needs the solace and protection of religion. Another of the Indian legends of Creation 
paraphrased by Mr. Bain says that woman was made out of the reflections of man, when 
the latter sought companionship by looking at himself in pools of water. “The woman, 
as soon as she was made, began to cry, and she said, “Alas! alas! I am, and I not.’ Then 
said the Creator : ' Thou foolish intermediate creature, thou art a nonentity only when 
thou standest alone. But when thou art united to man thou art real in participation with, 
hissubstance.' And thus, apart from her husband a woman is a nonentity, and a shadow 
S POE substance; being nothing but the image of himself reflected in the mirror of 
illusion." 

The type of female beauty most common in Indian art is, therefore, that of the young 
matron with breasts “like a pair of golden gourds” and “hips like the swell of a river- 
bank." Not that Indian artists were indifferent to the charm of less mature woman- 
hood, but social custom imposed a stigma upon the unmarried state, and physical beauty 
by itself is not the ideal of Indian art. Greek artists were satisfied that perfect human 
1“ሊ Digit of the Moon,” pp. 13, 14. 

2 “Psalms of the isters,” Introduction, p. xxv (Henry Frowde). 


- 3 Ibid. p. xi. . T 
. «In the Great God's Hair," p. 35. 
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aspect. Hunting has always been a royal sport in India, as in all other countries, but - 
it has never been glorified into a national cult, and the sacredness and unity of all life 


When the Indian woman, from whatever impulse it might be, sought emancipation . 
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Carved ceiling in Dilwara Temple, Mount Abu. 
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A. Bird’s-eye view of Girnär. 
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: ^ THE FEMININE IDEAL 
E. in both [ ] 
eauty, In both sexes, was in itself the type of divine beauty and all-sufficient for man’ " 
. . . . . . 2 n 
conception of divinity ; but in Indian thought divine beaut saa 
RAE pass ፪ eauty transcends all the ideals 
Indian poets, Mke all others, extol the beauty of the female form (Plates 03B, o4A and 
A ; [ > ; and 
B), but these physical charms are snares which disturb holy a in ie da 
spoil their sacrifices, and keep their thoughts tied to this earth. There is a fatal fascina- 
tion in the beauty of the voluptuous apsarasas, the courtesans of the gods— i 


Ks o TANGEN a is 


d ° With all the gifts of grace and youth and beauty, 
oe e ፡ o : .yet thus fair, 
- Nor god nor demon sought their wedded love— 


° * ማፍ 
and they are often represented in Indian sculpture. A good example is shown in Plate — | 
93 A, a bas-relief from an Orissan temple, probably of the thirteenth or fourteenth century, 
in which the swelling bosom, rounded hips, and the clinging, serpentine grace of the RES E 
limbs, typical of the Indian feminine ideal, are admirably rendered. M UE x 
: But such types, familiar as they are in Indian art, do not express the highest Indian . ር 
ideal. Even Uma, the lovely daughter of Himalaya, could not win Siva for her husband EB, <a 
. until Kama, tke god of love, had been burnt to ashes in the fire of the Great God's eyes, T. € 
and she had proved her devotion by long and trying penances. The cult of the nude * > 
female, on which all modern academic art in Europe is based, can therefore bring no in- 
spiration to India. x ¿ 

It is upon spiritual beauty that the Indian artist is always ingisting. Purugha, spirit, 
is the male principle, and the highest type of divine beauty is symbolised by the male 
figure, the beauty of the female divinity being considered as the reflection, or counterpart 
of the male form. It would be more exact to say that, in the images of Buddha and the 
Jain Tirthankaras, Indian artists were aiming at a divine type which combined all the 

. physical perfections of male and female, and transcended them both. The broad shoulders 

and lion-like body were derived from masculine characteristics, and the rounded limbs, 

smooth skin without veins, the joints with the bones hardly showing, represented those 
of the other sex. Afterwards, when Mahayana Buddhism provided Buddha with a female 
counterpart, Indian artists made the new type of divinity conform to the original divine 
ideal, only adding the most prominent sexual characteristics to distinguish it from the 
other. Thus was created the ideal super-woman, of which the beautiful figure of Prajna- 
paramita! from Java is a type. The sexual characteristics became more prominent in,» 
Hindu female divinities, such as Parvati and Lakshmi, and in their Buddhist counterparts, =” 

=> the different manifestations of Tara. : : i. 

Both of the illustrations given in Plate 9grA and B show the feminine divine ideal in ` 
the person 6f Parvati, the Earth Mother. The former, from a South Indian bronze figure _ 
«f uncertain date, now in the National Museum at Copenhagen, represents her crowned if 

፡ asethe consort of Siva ; the latter is related to the myth of Umá's betrothal to Siva, Ei de - 
told in the poem of Kalidása, the“ Kumara-sambhava." It belongs to the style of temple- 
sculpture known as Chalukyan, from the dynasties of that name which ruled over the 
- provinces now known as Hyderabad, Mysore, and Dharwar. Thestylereachedits greatest 
perfection in the eleventh and twelfth centuries, to which epoch this sculpture belongs ፡ 
it is related to the early Dravidian style of Mamallapuram in much the same way as late | 
Decorated Gothic is related to Early English. The finest examples now remaining are | 
perbaps«he great temple at Ittagi, in Hyderabad, and those at Lakkundi and at Kuruvatti, — — 
‘near Harpanahalli.2 The more famous Hoysaleshvara temple at Halebid, though cited 
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1 Part I, “Indian Sculpture and Painting," Plate 9. E M 
5 See Fergusson’s “History of Indian Architecture, Revised Edition, 1910, vol. i. book iv. chapter i.; and Rea" 
“Chalukyan Architecture.” x e) ^ 
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162 THE IDEALS OF INDIAN ART 
9 7 
by Fergusson as the best of its class, is as regards sculpture a decadent example, exhibiting 
all those faults of gver-elaboration and rococo extravagance in decoration which European 
critics are too prone to associate with Indian art generally. __ f 
Plate 91A illustrates one of the two groups of figures placed in front ahd at the side of 

the capital of a pilaster at the east entrance of the temple at Kuruvatti. I$ is no less 
remarkable as a technical tour de force than for its artistic beauty, though the purist 
might object that the treatment of the material is more suitable for metab than for 
stone. The principal figure, Parvati! or Uma, the daughter of Himalaya, is dancing to the 
accompaniment of the pipe played with intense feeling by the boy on her left." It is not 
that tremendous dance of Siva, the Tandavan, with which he sets the worlds in motien and 
hurls them to destruction, but the gentle, swaying rhythm of the nautch which the gopís 
danced with Krishna in the pastures of Brindaban, like the soft airs of spring which played 
among the trees of Himalaya when Uma came with the god of love to lure the Great 
Ascetic from his meditations : 

Bright flowers of spring, in every lovely hue, 

Around the lady’s form rare beauty threw. 

Some clasped her neck like strings of purest pearls, 

Some shot their glory through her wavy curls, 

Bending her graceful head; as half oppressed 

With swelling charms even too richly blest. 

Fancy might deem that' beautiful young maiden 

Some slender tree with its sweet flowers o'erladen.? 


In this wonderfully animated and festive group, as fine in human sentiment as it is 
decorative in beauty, the sculptor has entered heart and soul into the spirit of Kalidása's 
verse. Very charming is the modest, half-shy expression of the beautifully poised oval 
head ; the robust, rich modelling of the goddess's body gives the true Indian‘ideal of ripe 
young womanhood, the full bosom, the slender waist, the swelling hips, and the tapering 
limbs. The joyous rhythm of the dance vibrates through the whole group like the breath 
of spring, in the magnificent swing of Parvati’s body, like a young forest-tree swaying in 
the wind, in the varied curves of her richly wrought ornaments, in the fluttering tassels, 
and in the delightful little figures which balance the composition on either side. 

The sculptor has enhanced the feeling of lightness and gaiety by converting the aureole, 
the symbol of divinity behind the goddess, into a flowing wreath, or scroll, which in the 
gracefulness of its design and perfect execution is not the least beautiful touch in this 
remarkable work, though the right half of it has been broken. 

Most of the marks of female beauty enumerated by Indian poets, such as the navel low 
in the body, eyes like a lotus-petal, face like the full moon, the lines on the nec? resembling 
those on the conch-shell, and the slender waist, were equally attributes of male beauty, and- 
were included in the lakshanas or beauty-marks, prescribed for images of Buddha and the 
Jain Tirthankaras. Even the practice of tight lacing would seem from the evidence of the 
Cretan sculptures to have been originally a masculine and not feminine vanity : the pur- 
pose of it being, as I have explained, to make the male body conform to the artistic ideal 
of a mighty hunter. 

The description of Draupadi's charms in the Mahábhárata is a typical poetic description 
of Indian feminine beauty. When she came in disguise to Sudeshná, the ife of king 
Viráta, offering herself as a servants the Queen, in astonishment, enumerates all the 
charms ofeher person, declaring that so much beauty was quite incompatible with her . 

professed occupation : A 
1 The image is certainly not that of Parvati, but represents a Gandhari ac 'ompanied by a musician and, drummer.-P.C. 
2 “The Birth of the War-god,” by Kalidasa. Translated, by R. H. W. Griffith. ° n 
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E = might EC , said the Queen, “be the mistress of servants, both male and 
ale. 9 Y. els are not prominent, and your thighs touch each gther. You have 
great intelligence, your navel is deep, and your words are well-chosen. And your great- 
toes, bosom and hips and dorsa, and toe-nails and palms of your hands are all well develop- 
ed. And the palms of your hands and the soles of your feet and yourfaceareruddy. And 
your speech is sweet, even as the voice of aswan. And your hair is beautiful, your bosom 
shapely, «nd you are possessed of the highest grace; and like a Kashmerean mare, you 
are furnished with every auspicious mark. Your eye-lashes are beautifully bent, your 
5 lip,is like the ruddy gourd. Your waist is slender and the lines of your neck are like those 
upon a conch-shell. And your veins are scarcely visible. Indeed your countenance is 
> like the full moon, your eyes resemble the petals of the autumnal lotus, and your body is 
: ^fragrant like the lotus itself. Surely in beauty you resemble Sri herself, whose seat is the 
autumnallotus. Tellme beautiful damsel, who thou art! Thou canst never be a maid- 
servant. Artthou a Yakshi, a goddess, a Gandharvi, or an Apsará? | Art thou the daugh- 
ter of a celestial, or art thou a Nágini? Art thou the guardian goddess of some city, a 
Vidyádara, or Kinnari, or art thou Rohini herself ?" 
A pretty animjstic conceit, which affords a favourite motif for Indian poets, dramatists, 
= and artists, is that which makes the asoka-tree burst into flower when touched by the foot 
- of a beautiful woman.! 

It may be, as Mr. Abanindro Nath Tagore has suggested, an allegory of the reawakening 
ef nature on the approach of spring ; like the story of the marriage of Uma and Siva, as 

told by Kalidasa in the “ Kumara-sambhava." = Ë 
The whole of the third act of Kalidäsa’s play, Malikagnimitra, is foundeg upon it. 
Dharini, the first Queen of Agnimitra, had been told that an asoka-treein her palace garder 

. was languishing. She therefore sends her beautiful handmaiden, Malika, to revive it, as 
she herself had sprained her ankle in falling from a swing. The King, who is deeply 
smitten with Malika’s charms, is in the garden when she comes to fulfil the Queen’s 
commands, and hides himself, together with a courtier, his confidant, while the prelimi- 
naries of the magic rite are being arranged. First a fellow-handmaid colours the soles 
of Malika's feet with lac, and skilfully draws upon them with the brush a lotus-flower in 
full bloom. Then she puts on her ankles a pair of nouparas, ornaments which are symbolic 
of Kama, the god of love. Malika, taking a branch of the asoka-tree in one hand and 
making ear-pendants of the buds, touches the tree with her left foot.” The King, who 
is in raptures at the sight, then comes forward ; but the sudden appearance of the second 
Queen on the scene creates an amusing but, for the King, a very disconcerting diversion, 
which ends this act of the play. 

On the eastern gate of the Sänchi tope there is a very fine sculpture of a young woman 
clinging to the branches of an asoka-tree with both arms, and with the sole of her left foot 
pressing agdinst the trunk. Her legs are almost completely covered with ornaments.? 
A, similar subject from Gandhara is illustrated by Dr. Vogel in a recent article published 
in the Bulletin de l' Ecole Francaise d’ Extreme Orient.* Plate 93A gives a more modern 
example from an Orissan temple. 

" In later South Indian sculpture a very similar motif is common, called by modern temple 


! In early Indian sculpture, the woman-and-tree motif is quite clearly a representation of Yakshi dryads. They are 
fertility spirits of trees, whose blessings are invoked by women desirous of children. The dohada motif, according to 
Coomaraswamy (Yakshas, Vol. I, Washington, 1928, p. 35) “seems to be equally a form of the Yakshi-dryad theme.” 
It is significant, Ne notes, in connection with Malavika's performance of the ceremony whereby the Asoka tree is made to 
flower, by the touch of a woman's foot, that “the scene takes place, besides a ‘slab of rock’ under the as&ka tree and 
this shows that the tree itself was a sacred tree haunted by a spirit,’ Ibid. p. 36.—P.C. ¿ 

S 2 Woman is said to have been born of the left side of Brahma, the Creator, and that seems to be the reason why*the 
left side of her body is considered to be purer than her right side. 

* Part I, “Indian Sculpture and Painting," Plate 25A. 

4 Juillet-Septembre, 1909. . . . 
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^5 a 

craftsmen, “the girl with the creeper falling overher.” (Plateg4C.). A young woman, 
probably meant fgr an apsará, resting on the left leg and with the right leg crossed in front 
of it, stands on the back of a makara, the fish-emblem of the god of love.! The makara 
holds in its mouth the stem of a conventionalised creeper which winds in richly elaborated 
scrolls over the head of the figure. With one hand raised up she grasps the lower tendrils 
of the creeper ; the other hand rests easily upon her hip—the attitude of Malika when she 
ravished the heart of King Agnimitra under the asoka-tree. ° 

It is not my intention to attempt to follow the symbology of Hinduism in all its intricate 
details. For understanding Indian art it is not necessary to acquire the erudition of the 
savant ; those who are absorbed in counting trees often miss the beauty of the wood. It 
is much more important to recognise principles which apply not more particularly to ° 
Indian art than to art-criticism in general. 1 ፡ 

In the explanations I have given here and elsewhere I have endeavoured to attach to 
Indian artistic symbols the meanings which the great Indian artists who used them inten- 
ded them to convey, not that which, now or formerly, has been given to theni by supersti- 
tious priests and ignorant peasants. No art can be interpreted correctly unless it is clearly 
understood that there is a process of evolution in the meaning of symbols, as in religious 
ideas. Much of the misunderstanding and depreciation of Indian culture in Europe has 
been due to the want of recognition of this principle. 

It may be partly true, as Sir George Birdwood is always insisting, that '' India has re- 
mained, to the present day, a reservation of antiquity—Chaldean, Assyrian, and Baby- 
lonian." If local traditions and superstitions are considered, the same might be said 
of many parts of Christian Europe ; but one does not look to European folklore or the 
thoughts of the ignorant peasant to interpret the higher spiritual significance of Chris- 
tianity. In the same way it is utterly misleading to interpret the great works of Indian 
sculpture and painting in an academic or pedantic sense totally at variance with the philo- 
sophy which inspired Indian culture in all its higher aspects, and to ascribe to symbolic 
forms used by Indian artists and philosophers in the fifth century A.D. meanings which 
may or may not have been applied to them, in other remote countries, 500 or 5,000 years 
before Christ. 

We must attach to Christian symbols the meaning given them by Christian artists and 
the early Christian Fathers, not that which Hindu archeologists might be inclined to 
ascribe to them. Similarly, if we would understand Indian art, or any aspect of Indian 
culture, we must give to Siva, Ganesha, and other Indian symbols the meaningewhich 
Indian artists and authoritative Indian teachers originally gave to them, and not confuse 
them with the superstitions of the uncultured, orread intothem their prehistoric derivations. 

It is quite certain, as Count D’Alviella has so admirably explained in his book on the 3 
Migration of Symbols, that each religion preserves in its ritesand symbols survivals of the 
whole series of former religions ; but, as he wisely observes, “it is not the vessel that is 
l important, but the wine which we pour into it ; not the form, but the ideas which animate 

E and transcend the form.” B8 

It is by concentrating themselves upon the forms, rather than upon the ideas which p 
animate them, that many archzologists have gone so much astray in their interpretations 
of Indian art. Though Indian artists borrowed the traditional forms of Egypt, Chaldza, 
TR Assyria, Babylonia, and Greece, it was not the ideas originally associated with those forms 
| which gave them inspiration, but the philosophy of the Upanishads and the teachings of 

ምም their spiritual leaders. ° ° 
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4 1 The makaga is a symbol of the River Goddess Ganga but Coomaraswamy, Yakshas, Vol. I, p. 41, agrees with Havell 
2, in interpreting the creature in the present context as an emblem of the God of Love. According to him, 7bid., Vol. II, a 
Washington, 1931, p- 47, “asa great Leviathan moving in the Waters, the makara is obviously a symbol of the Waters, 
“and as will appear from its associations, more specifically of the Essence in the Waters, the principle qf life." In this 
respect the appearance, of the makara on the banner of Kamadeva, the God of Love, is particularly appropriate —P.C, 
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° CHAPTER VII 


THE THREE PATHS 


IN the psychology of Indian art the underlying religious ideals, which make it so closely 
akin to the Christian art of the Middle Ages, are contained in the doctrine of the Three 
Paths, the three ways leading to salvation, known as the way of works (karma-marga), 
"the way of faith (bhakti-marga), and the way of knowledge (gnana-marga) ; which may be 
explained as the concept of the Trimürti applied to human life and conduct. 

It is hardly within the province of an artist to enter upon the archeological question as 
to when thost ideas were first named and shaped by priests and schoolmen into definite 
religious concepts, or to join in the keen controversy as to how much modern Hinduism 
is indebted to Chsistian teaching. But I think it must be evident to every one with artistic 
insight who read$ Indian art, not in Sanskrit and Pali texts, but in the great monuments 


` which Indian artists bequeathed to posterity, that, just as the spiritual impulses which 


created Indian art originated in times long anterior to the sculptures of Bharhut, Sanchi, 
and Gandhara, so the religious ideals which underlie the doctrine of the Three Paths are 
of much greater antiquity than the Vaishnavaite sect of Hinduism, which now claims one 
of them for itself. 2 
These ideals have been the common property of all Indian art, frorh the time of Asok& 
down to the present day. Moksha, spiritual freedom, has always been the goal of Indian 
desire, hymned with as much passionate fervour by the Buddhist bhikku and bhikkum 
as by Hindu religious devotees, and striven for as keenly by the unlearned pilgrim and 
sadhu as by the Brahmin sannyäsi. Islam gave the goal another name, and put forward 
another spiritual guide, but the goal remained the same. ኣሪ 
The three paths to salvation distinguished three different religious temperaments, and 
three classifications of intellectuality, of occupation, and of social rank. The path of 
highest attainment, that of knowledge, was that marked out especially for the Brahmin 
priest or the intellectual Kshatriya : it was the shortest and most direct way to Nirvana. 
The path of gvorks, or*service, was for the busy man of the world, for the statesman, the 
artist, the merchant, the artisan, and the common labourer. The path of faith? had a 
more general application, for it was a way which was open to all classes ; all whose hearts 
were filled with the love of God and gave their lives to Him could find salvation in bhakti, 
though worldly pursuits might clog their feet and make the way longer and more difficult. 
Bhakti comprehends all the three cardinal virtues—faith, hope, and charity. Dr. 
Crierson, summarising the aphorisms of Sändilya, says that “it is not knowledge, though 
it May be the result of knowledge. It is not worship, etc. These are merely outward 
acts, and bhakti need not necessarily be present in them. It is simply and solely an 
affection devoted to a person, and not belief in a system. There is a promise of immor- 
tality to him who ‘abides’ in Him. A wish is selfish ; affection is unselfish. It is not a 
‘work,’ and does not depend upon an effort of the will. The fruit of ‘works’ is transient ; 
that of bhakti is eternal life. Works, if they are pure, are a means to bhakti. To be 
pure, they must be surrendered to Him; i.e. the doer must say, Whatever I do, with or 
without my will, being all surrendered to Thee, ይ do it as impelled by Thee. Good 
actions, done for the good results which they pröduce in a future life, do not produce 
"bhakti, but area bondage.” l 
Joined with this religious fervour was the intense feeling of reverence and love of nature, 
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that which shines out first in the Vedic hymns, which illumines the great epics and all 


= the best Indian literature. The places in which the gods loved to dwell, and awspicious 
for their temples, were the wooded hill-tops, the green, sequestered forest glades, and 


weary soul could rest and sing : 


Oh, free indeed! Oh, gloriously free am I ፤ 


Or, as a Hindu astrologer writes : B 
“On sandy banks scratched by the nails of aquatic birds, and as charming to the eye 


E a white umbrella, and ducks, ospreys, and cranes raise their cries. . . . Or on the seaside 
e crowded with happily arrived splendid ships, and showing a line half dark, half white, 
ተ owing to the fishes and white birds lurking in the rotang.” - 
p^ Or, again : 
^ “Places where rivers flow, having curlews for their tinkling zone, singing swans for 
their melodious voice, the water-sheet for their cover, and carps for tlfeir belt ; regions 
where streams have blooming trees on the margin . . . tracts of land in the neighbourhood 


of woods, rivers, rocks, and cataracts ; towns with pleasure-gardens—it is in such places 
that the gods at all times take delight.’’? t 
> This appreciation of nature'$ charm is, indeed, the feeling which inspires all art. But 
there is a-distinction which makes the Indian outlook fundamentally different to that of 
“he West. In Western thought man is supreme, and its whole ideal of beauty is centred 
in the human form. It is for man's delight that nature is so gaily dressed ; for him the 
sun and moon do shine, and the trees bring forth their flowers and fruit. For his salva- 
tion God reveals Himself. The dumb animals are his companions and friends only when 
they minister to his needs,^sustenance and comfort ; they have no place ir his heaven. 

There is no parallel in Western hagiology to the touching incident in the Mabábhárata 
when Yudhishthira, the sole survivor of the heroic Pándava brothers, having at last 
reached the Gates of Swarga, is met by Indra himself, but refuses to enter the shining car 
which will transport him to Paradise unless his faithful dog is allowed to accompany him : 
“O mighty Indra! I will not forsake this dog of mine, even for my own salvation." 
Only in rare moments of illumination has Christian Europe realised, with, St. Francis, 
— ፡ thatallcreationis one. It has been left to modern science to confirm what Indian philo- 
Sophy taught three thousand years ago, and what Indian art has ever sought to express. 
^ Since the days of remote antiquity when the rishis addressed their prayers to the 

Unknown God : 


t 
° 


ና 3 m መ “He who gives breath, He who gives strength, whose command all the bright angels 
|. — Tevere, whose shadow is immortality, whose shadow is death... . He who, through His 


vs . might, became the sole King of the breathing and twinkling world; who governs all 
Ex. .. this, man and beast''3— 


M 


ግ 


R ma started off to his-exile in the forest, all nature joined in the entreaties 


ters,” No. XI. Translated by Mrs. Rhys Davids. : 

| Varaha-mihira." Translated by Dr, Kern. J.R.A.S., vol. vi. part i. pp. 72 et seq., and part 
‘Translated by Max Müller ; “Sacred, Books of the East,” vol. xxxii. p. 1. ° 
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. the cool mountain-ridges overlooking an endless stretch of dust-laden plain, where the ` 


and heart as the swelling hips of sportful damsels. Or near a lake azure as the clear sky, * 
where dark lotuses are open, like so many eyes, where skipping swans form, as it were,' 
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Thick darkness o’er the sun was spread ; 
The cows their thirsty calves denied, A 
And elephants flung their food aside. 


Each lowly bush, each towering tree 

“Would follow too for love of thee. 
Bound by its roots it must remain, 
But—all it can—its boughs complain, 
As, when the wild wind rushes by, 

-a It tells its love in groan and sigh. 
No more through air the gay birds flit, 
But, foodless, melancholy, sit 
Together on a branch and call 

' To thee, whose kind heart feels for all.1 


% 


` Sitá's first care, when the edge of the forest was reached, was to invoke the spirit of 
the lordly pipal-tree : 


“Hail, hail, O mighty tree! Allow 
My husband to complete his vow ; . 
- Let us, returning, I entreat, 
Kauslayá and Sumitra meet.” 
Then, with her hands together placed, ን 
ATound the tree she duly paced. ° = 


It is not the ignorance and superstition of the primitive savage, but a firmly rooted 
belief in the doctrine of reincarnation and in the immanence of God, which makes the 
Indian express so reverently and worshipfully his intimate+fellowship with all created 
things ; addressing his prayers, not to stocks and stones, but to the all-prevailing Spirit 
which dwells therein. Gautama himself had passed through all forms of life in his progress 
to Nirvana, and in the tree, worm, or insect, or in the beast of the field, there still might 
dwell the soul of the Buddha that is to come. IAM 

The Indian poet makes Prince Siddhartha, when finally he set out on his mission to 
redeena mankind, caréss his good horse Kamthaka and exhort him, like a friend, to his 
duty," to strive for his own good and the good of the world ; and on parting from him, 
when the “noblest of steeds” licked Siddhartha's feet and dropped hot tears, these were 
the Prince’s consoling words: “Shed not tears, Kamthaka. This thy perfect equine 
nature has been proved— bear with it ; this thy labour will soon have its fruit. 5 ` 

And so tlle Indian artist is always convinced that the bhakti which inspires his own 
work is shared by all creation. In the sculptures of Sanchi and Amarävati he shows 
thewild elephants coming to pour libations over the sacred tree under which the Buddha 
sat, and all the denizens of the forest join with their human fellow-creatures in adoration 
of the Buddha's footprints, his begging-bowl, or his relic-shrines. It is to symbolise 
this “universal fellowship of man, the unity of all creation, that the Indian artist loves 
to crowd into his picture all forms of teeming life, while the Western is always insisting 
on plain spaces for emphasising the supremacy of man, for isolating and for preserving 
artistic unity. From this motive the Indian sculptor adds enrichment upon enrichment 
to his decorative scheme, the architect breaks up his ground-plan, divides the spires 
of the temples into many facets, piles pinnacle upen pinnacle, and uses every constructive 


` feature to symbolise the universal law of the One in many. 


1 The “Ramayana,” canto xlv. Griffith's translation. 
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2 “The Buddha*karita of Ashvagosha,” book vi. 58. Transfated by E. B. Cowell, A 
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The European critic and art-teacher, not understanding the Indian motive, 
and generally standing quite aloof from the Indian environment, lectures the 
Indian in a toneof intellectual superiority upon lack of classical simplicity and 
neglect of artistic “principles.” The Indian, striving to learn the wisdom of 
the West, flounders helplessly in an intellectual element totally foreign to his 
spiritual instinct, and his brain merely records automatically the prescriptions 
of his pedantic teachers. But it is altogether unjust to attribute ineoherency 
and want ofco-ordination to Indian art in general. Nothing is more admirable 
in the great monuments of India than the consummate skill and imaginatión 
with which, in spite 01 the extraordinary wealth of detail, every part of the whole is per- 
fectly adjusted to its place and so balanced that esthetic unity is always perfectly pre- 
served. 

It 15 only when bhakti is lost and the whole spiritual basis of Indian art 15 superseded 
by the modern commercial instinct, when the Indian barters bis birthright for a mess 
of pottage and manufactures by the yard for the markets of Europe, that it becomes 
incoherent and meretricious. And it is generally by this commercial trash that artistic 
Europe now judges India. b 

Indian art has never been surpassed in expressing, with perfect simplicity and directness, 
the pure devotion and self-surrender implied in bhakti— Whatever I do, with or without 
my will, being all surrendered to, Thee, I do it as impelled by Thee." It is the motif 
in the exquisite group of the mother and child before Buddha in the Ajanta cave-paintings. 
and in one of the most perfect of the Böröbudür reliefs—that which shows the Buddha 
arriving on the shores óf Java, having crossed the ocean on a lotus-flower to bring his 
message to the island. In the sky above the spirits of the air throng together joyfully, 
bringing their offerings and throwing flowers around him. On earth the prince and his 
wives prostrate themselves at his feet ; and the deer from the forest calls to her little 
one to join in adoration of the Lord of the deer who had once offered his life for them.! 

As a religious cult bhakti finds artistic expression in modern Hindu art in subjects 
relating to the love of Radha for Krishna, where Krishna is the Indian Orpheus, drawing 
all creation to listen to thedivine music of his flute, and where Radha's passionate devotion 
is the symbol of the soul's yearning for God. 

In Southern India the religious idealism of bhakti is represented by a series of fine quasi- 
portrait statuettes now in the Colombo Museum. Plate 95A is a bronze figure of Appar- 
swami, a native of Southern India, who lived about the sixth century A.D. He was 

_ first a Buddhist, but afterwards became an apostle of Jainism, and his hynins in praise 
of Siva are still sung in South Indian temples. To testify his devotion he went about 
weeding the courtyards of the temples, and he is here represented with hands joined in 
prayer and the weeding implement resting on his left shoulder. Hewasa contemporary 
and friend of another Saivaite saint, Tiru-gnana-sambandha Swami, who ‘was said to 
have been called to the worship of Siva when a child, and went about singing his praises 
to the accompaniment of a pair of golden cymbals.? There are several statuettes..of 
this swami in the Colombo collection. 

Plate 95B is from a very beautiful bronze statuette of Sundara Marti Swami, also in 
the Colombo Museum, which is attributed to the tenth or eleventh century A.D. “The 
charming story of the saint’s illumination and consecration to the service of Siva is told 
by Dr. Coomaraswamy in his “Selected Examples of Indian Art.''3 

These saintly legends sufficiently explain the devotional spirit by which these statuettes 
are animated. The spirit of bhakti, the simple, childlike faith which finds full and comp- 
lete satisfgction of all worldly desires in the worship and service of God, is perfectly ex- 

1 Part I, “Indian Sculpture and Painting," Plate 33. x. 

2 See Spolia Ceylönica, issued by the Colombo Museum, September 1909, p. 68, " 

3 Essex House Fcess, 1910. ç ; e 


© 4 


A 


0 ፦. n 


ሥ 


o RE 


——— m nun 


መ s 


view of Kailäsa temple, Ellora. (Copyright, Department of Archaeology, Government of India). P ea | 


a 
" 
ቃ 
» 2 58. 
- 4 " 
| tee Y Š ወ ፆ* 
= Aig M 9 
: ; — E 
- 
a 
o ? à ግ ፄ a 
Temple of Sürya at Mudherä, Gujerat. (Copyright, Department of Archaeology, Goverament of India). 
o y ^ N e. a 
4 y ሠ 5 2 ህዖ 
9 
o / j š ° 
ePLATE 101 Mee 
CC-0. Gurukul Kangri University Haridwar Colleotion. Digitized by S3 Foundation USA 3 
° š 9 ° 
9 
o = ü 


| 
| 
LUN 
| 
| | 
li 
i ግ 
6 ሰ 
| ፣ 
| ^ 
| 
“ር 
= 
| DES 
> D E 
W SER 
ref y D: ° 
e A te 
Es 
E 
2'59 
SS 
Ore 
Qs 
: AES 
a š o 
oS 
Bu 
= 
‚So 
e^ EE 
> 
Q 
o 
ርን o 
CC-0. Gurukul Kangri University Haridwar Collection. Digitized by 53 Foundation USA 
e 3 ° o 


IO 


ATE 


PI 


C OO EEE vn 


7... Iren 


cat bas 


relief at Mamallapuram, right half. (Copyright, Department of Archaeology, Government of India). 
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B. Vishnu supporting the universe. Bas-relief ad Mämallapuram, ° 
(Copyright, Department of Archaeplogy, Government of India). 
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A. Lakshmi arising from the Sea „of 
Milk. Bas-relief from Mämallapuram. 
(Copyright, Department of Archaeology, 
Government of India). 
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B. Sculpture of a bull at Mamallapuram. 
(Copyright, Department ዐ/ Archaeology, 
Government of India). ^ 
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. ° . 
pressed in the rapt face, the unstudied reverential attitude, and in the deliberate exclusion 
of all petty technical details which might divert attention from the ajl-absorbing motif. 
It is an art, with perfect control of technical methods, which from its intense sincerity 
and depth of réligious conviction makes no parade of virtuosity ; it aims straight for 
truth, and hits the mark with effortless ease. The personality of the artist is merged in 
his tvn creations. 

This, indeed, is essentially a characteristic of all Indian religious art, which it shares 
with the Gothic art of Europe—that the artist seeks no reward of fame or riches. He has 
ng biographers ; his masterpieces are unsigned. He is content that his own identity 
shakkbe completely lost in his art, his name forgotten. The merit which he gains is only 
that which is reckoned in the great account hereafter. 

Mr. Binyon, I think, wrongly infers, from the paucity of literary references to the lives 
and works of artists in India, that the esthetic sense is lacking in the Indian character, 
that it has played an inferior part in the national life. One fact which he has overlooked 
15 that practically the whole of that part of Indian literature, the Silpa Sastras, which 
15 concerned with the principles and practice of art, has hitherto been completely ignored 
by European scholars. No one has even thought it worth while to compile a catalogue, 
much less to devote time to the study of it. So far as art is concerned, Indian literature 
is a totally uhexplored field. But, even allowing that in Chinese literature zsthetic 
subjects are given a more important place, that by no means proves that the artistic 


perceptions of the Chinese races have been more developed than those of Indians. Na 


one wire say that Europeans of the present day have profounder artistic convictions, 
finer esthetic sensibility, or higher accomplishments than their forefathers „yet at no 
period in histöry has European literature concerned itself so much with art as at the 
present time. 

Art must always speak for itself ; we must judge Indian art by its own achievements. 
In spite of centuries of vandalism and neglect, there remains enough of it to show that 
Indian genius has never lacked the power to express its highest religious ideals in worthy 
esthetic form. True, it may be that the idea of art for art’s sake did not take root in 
the Indian mind except in the luxurious Courts of the Mogul Emperors. That is simply 
an indication of the Hindu view of life as a whole, of the spirit of self-surrender always 
insisted upon by Indian philosophers and religious teachers—to work without attachment 
to the fruits of work ; to realise self by resting on the One Supreme Self. This is very 
far from being a doctfine of esthetic nihilism ; no one who penetrates beneath the surface 
of Indian thought and life could take it in that sense. E 

Bhakti is the moving spirit in all great religious art, in the West as in the East. It is 
bhakti which lifts the art of Fra Angelico, or of Bellini, into a higher spiritual plane than 
that of Tifiam or Corregio. It is bhakti that we miss in nearly all the great masters of 
the RenaisSance. Vanity, intellect, and wealth could raise another monument greater 
than St. Peter's at Rome; only bhakti could revive the glories of Bourges, Chartres, 
orsthe other great Gothic cathedrals of medieval Europe. Forced labour, money, and 
artistic genius might create another Diwän-i-khäs at Delhi—another Elysium on earth for 
sensual desires—and perhaps another Taj Mahal. But without bhakti India, whether 
she^be Hindu, Muhammadan, or Christian, can never again build shrines like those of 
Sánchi, Ajanta, Elephanta, or Ellora : and when bhakti is dead India, from being the 
home of the world’s religions, will become the storm-centre of the East. 

[ር is bhakti which now keeps Indian art alive: it is the lack of it which makes modern 
Westermart so lifeless. The same spirit which in the days of Asoka and Kanishka brought 
thousands of willing craftsmen to devote their lives to the service of the Blessed One in 
building and adorning the stúpas of Bharhut, Sánchi, and Amaravati, that same de- 
votion which impelled the worshippers of Siva or of Vishnu, century aiter century to 


the stupendous task of hewing out of the living rock the temples of Ellora and Elephanta, 
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170 THE IDEALS OF INDIAN ART ^» 
and the followers of Mahavira to carve with infinite labour, fantasy, and skill the mar- 
vellous arabesqueg and tracery of their temples in Western India—this bhakti is still a 
potent force in India, and if Great Britain could produce a statesman of Akbar 's artistic 
s understanding it might still be used, as Akbar used it, to consolidate the foundations of 
our Indian Empire. But this great spiritual force we usually ignore and condemn as 
superstition and barbarism. We try to exterminate it by the contra-forces of Eurcpean 
science, European materialism, and European Philistinism. 
Anglo-Indians have always ascribed the artistic triumphs of the Indian Mogul dynasty 
to the superior esthetic genius of Islam ; but this is a quite untrue reading of Indian 
art-history. They should rather be attributed to the wonderful statecraft of the.“ree- 
thinker Akbar in rallying round his throne all the hereditary artistic skill of Hindustan, 
and in building up his empire with the bhakti of Hinduism in much the same way as the 
Mikados of Japan used the national cult of Shintoism to strengthen their own dynasty. 
2 The Moguls in China, in Persia, in India, and wherever else they went, assimilated the 
art of the races they conquered. The art of Fatehpur-Sikri and of Jahdngir’s great 
z palace at Agra is essentially Hindu art. Abul Fazl, writing with full appreciation, of 
- contemporary painting, says of the Hindus: “Their pictures surpass our conception of 
things. Few indeed in the whole world are found equal to them,"! Even in the Taj 
Mahal, the typical masterpiece of what we call Mogul art, many of the principal craftsmen 
were Hindus, or of Hindu descent ; and how much Persian art owed to the frequent 
importation of Indian artists and craftsmen is never understood by European art-critics: 
3 The splendid Muhammadan architecture of Bijapur (Plate 96A) derived mucii of its 
grandeur and beauty from the skilful adaptation of Hindu principles of construction and 
design. All the great monuments of Saracenic art in India surpass those of Arabia, 
Turkey, Egypt, and Spain, in the exact measure by which they were indebted to Hindu 
craftsmanship and inspired by Hindu idealism. The mosques of Cairo and Constantinople 
seem almost insignificant in design and feeble in construction compared with those of 
Bijapur, Delhi, Fatehpur-Sikri, and Ahmedabad (Plate 96B). The painted’ stucco and 
the geometric ingenuity of the Alhambra are cold and monotonous beside the consummate 
craft and imagination of the Mogul palaces in India. 
And what is it in the Taj Mahal—that indefinable something always felt rather than 
understood by those who have tried to describe it—but the subtle inspiration of Hindu 
genius which animates the lifeless stones and makes one feel that it is not a cold monument 
a of marble, but Shah Jahan’s beloved, Mumtaz Mahal herself, who “ingers still in all her 
- youthful beauty upon the banks of the shining Jumna ? The inspiration of the Taj came 
not from its Muslim builders : it was the spirit of India which came upon it and breathed 
bd into it the breath of life. (Plate 97). 
Saracenic art flourished in India just so long as the Mogul emperors were? wise enough 
to observe perfect impartiality between Musalman and Hindu. When the ከ1501 Aurang- 
ጃ 215 expelled all the Hindu artists and craftsmen whom his father and grandfather had 
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ks attracted to the service of the state, the art of the Moguls in India was struck with a blight 
d from which it never recovered. Even in the present day all that is most fine and precious 

y in living Indian art is found in the art inspired by this same bhakti produced by the des- 

. cendants of the hereditary Hindu temple architects and craftsmen whom Akbar the 


Great enlisted in his service to carry out all his public works, the imperial palaces, and 
mosques, as well as durbar halls, offices, stables, and irrigation works. The quality of 
a 
NA -i-Akbari,” Blochmann’s translation, vo}. i. p. 107. Abul Fazl’s appreciation will be understóod by any 
m art. whoyhas an opportunity of studying side by side a representative collection of Persian and Indian miniature 
2 ntings of the Mogul period. Those of direct Persian origin, in spite of the exquisite grace and fine technical qualities 
n haze, lack the penetrative insight of the Hindu artist’s work. The former might be compared with the 
f the eighteenth century, in their daintiness and ‘chic ; the latter have more of the sentiment of the early 


s, or of Farpaccio, with something of the profound insight of Rembrandt. 
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their craftsmanship is generally in no way inferior to the work of the Mogul time ; what 


th ey lask are the opportunities given them by the Moguls which we hewe hitherto refused 
to them. 

Indian art can only be preserved by the survival, or revival, of the spiritual power which 
created it: The spread of Western political institutions and Westernreligious formularies 
in India should not mean the sterilisation of the spirituality of which Indian art is the 
expression. 

, It is trye that every age has its own special needs and its own ideals. India may not 
need another Taj Mahal, or more glorious shrines than those she now possesses. But 
for Whe bhakti which created these all the world has need ; and to give India’s spirituality 
a new impetus and a wider range of activity would be the crowning achievement of 
British administration. 

_ The art which we now try to propagate in India gives no spiritual impulse, and affords 
only, the poorest mental pabulum : with its mechanical perspective, not related, like 
oriental perspective, and that which served the artists of Europe before the days of the 
Renaissance, to the laws of design, but, only empirically, to the science of optics ; withits 
anatomy, likewise unrelated to artistic thought; and its “principles,” which even we " 
ourselves faN to'put into practice. 


^ 
^ 
CC-0. Gurukul Kangri University: Harid É 


` ፦. 


CHAPTER VIII c 
THE HISTORICAL DEVELOPMENT OF INDIAN ART 


THE historical background of Indian art is that which is furnished by the record of India's 
great spiritual teachers, by the exploits of her heroes, and by the lives of her noblecznen 
and women. It may seem often to the Western critic that all Indian literature is wanting 
in the historic sense, just as Indian sculpture and painting are assumed to be crude and ` 
inartistic for neglect of common physiological and other scientific facts. But just as 
Indian art is thoroughly scientific in the Indian sense, so Indian history also fulfils ade- 
quately the purpose which Indian historians had in view. š f 

In the great period of Hindu and Buddhist sculpture fundamental physiological truths 
are never disregarded, though minor anatomical details are rigorously suppressed in order 
to achieve the end for which the artist was striving. Though artistic facts are not always 
sought for within the limits of the human or animal world, yet the laws of the structure 
of man or beast are never ignorantly outraged. Indian artistic anatomy is a possible and 
-oasistent ideal anatomy,«and Indian perspective is a possible and consistent ideal pers- 
pective. The offence, tg the modern European mind, is that the science of Hiudáu and 
Buddhist ert transcends the limits of modern Western science which would keep art, like 
itself, chained to therobservation of natural effects and phenomena, as they areimpressed 
upon the retina of the ordinary human eye. 

In the same way Indian history is not all a chaos of wild and fantastic legend, without 
system and without sequence, though such facts as the day on which Buddha died, or 
the exact date of the battle of Kurukshetra, were never considered of sufficient impor- 
tance to be drummed into the heads of Indian schoolboys. Indian history, like Indian 
philosophy and Indian art, is a part of Indian religion. "The scientific basis is there : the 
ua chronological sequence is not disregarded ; but just as all Indian art aims at showing the 
|» — relation between the seen and the unseen, between the material universe and the spiritual, 

I so Indian history is much more concerned with the bearing which human events and 

actions have upon human conduct than with compiling a bare recórd of the, events and 

i actions themselves. Indian history 15 8 spiritual guide and moral text-book for Indian 

people, not a scientific chronicle of passing events. Every day, in one of the innumerable 

worlds, a Buddha may die; so the day of Gautama’s decease matters little to us: the 

way he lived and the essence of his teaching are the things which are coun“ed.in the roll 
of the world’s evolution. à 

Then again, Indian history, like Indian art, is ideal. The modern Western scholar 
is shocked at the confusion between poetry, romance, and history which is found vin 
ancient records, both in the East and in the West—even in the Christian Bible. He as: 
sumes that the sole aim of the historian is to reveal the bare threads of the warp and weft 
n the loom of time, by picking out the fair flowers of the imagination, with which poetry 
. —and religion have lovingly embroidered it. But to the oriental there is a truth in idealism 

2 ከ more true than what we call the bare, the naked truth. Western science 
can never reveal the springs of human action, nor discover the spiritual bearing of human 
snts, however minutely it may dissect and explain the organisation of matter. «The 
> ism” can never destroy the essential truths of the New Testament, nor can 
ht of modern science diminish the truth of revelation which shines in the 
and Hindu Scriptures. History is both art and science : the historian needs 
eer and apoet to present facts in their true significance and to give to each event 
Nar A is £ 
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-We have seen that it was not until a comparatively late period in Buddhism that the . 
person of sheXBuddha as a divinity is represented in art; yet it Is quite certain that 
anthropomorphic idols were worshipped in India long before the earliest Gandhara sculp- = 
ture. References to such images occur in several passages in the Mahabharata ; e.g. ' Nx 
in fhe Bhishma Parva! it is mentioned, as an omen of coming disaster, that "the idols of Wieso < 
. the Kuru king in their temples tremble and laugh, and dance and weep. t 
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415 relative spiritual importance. The embroidery of the great artist does not weaken 
the fabric which Time weaves for himself : it strengthens while it Veautifies. And to 
those who belicye in a spiritual world as even more actual and real than the phenomenal 
world there is as much reality in the embroidery as in the plain warp and weft with which 
itisinterWoven. Though the foolish or unskilful embroiderer may spoil the warp, yet it 
is only through the imagination that we can link together the seen and the unseen, and 1 y 
without imagination science itself loses its vital force, and the modern scientific historian 

may become the falsest of guides. 

4l here is evidence enough to show that both Eastern and Western ways of thought may 
leadeànto a morass. Art in the East may degenerate into a mechanical repetition of 
debased hierarchical formularies ; history, both sacred and profane, may sink into the 
most degraded obscurantism. And in the West, also, art may end itself in mere virtuosity, 
or in colour photography, machine-made sculpture, and the pianola : the historic sense 
may be sterilised through a foolish craze for autographs, buttons, and snuff-boxes. In the e 
middle path? where safety lies, East and West, art and science, may go together hand in 
had. Imagination must always lean upon reason: reason must ever seek a higher : 
inspiration than its own. Siva is greater than Ganesha: yet Ganesha is always to be ° 
first invokeds 

In Buddhist art the familiar story of the Great Renunciation and all the events of. ) 
Gautama’s life until the final attainment of Nirvana form the historical background for | መ 
the expression of Indian ideals. As commentaries uponsthese'events, the legends of ሸሮ” ` 
forme?"Tfves, called the játakas are added to explain symbolicallysthe process of evolution : 
by which the soul gradually obtains liberation from its material attachments* a process 
perceived by Indian seers several millennial before Western science announced that all 4 
matter is instinct with life. SA : 

Through such historical facts, and fictions containing eternal verities, the Indian ~ 
sculptor and painter instructed the crowds of pious pilgrims who thronged the procession- 3 — Me 
paths enclosing the innumerable relic-shrines of Buddhism, and the aisles of thousands J^ Nu 
of chaityas, or churches, where the members of the Sangha met for worship. As aids to | 
meditation also, the walls and ceilings of the great Buddhist viharas, the monastic univer- 
sities, were covered with similar historical and mythological frescoes or sculptures. | 

Though in the preceding chapters I have followed archeological precedent in assuming 
that the representatign of the divine ideal in Indian art, founded upon the ideal heroic -1. 
type cf Aryan poetry, is first discovered in Buddhist sculpture and painting, itis ከሃ no ; . 
means certain that the Indian conception of the Buddha as a divinity was not adapted ' 
from earlier anthropomorphic images worshipped by other sects. 


Mahavira, the twenty-fourth Tirthankara of the Jains, a contemporary of the Buddha, 
is commonly assumed to be the founder of Jainism ; but the Jains themselves claim for 
their religion a much greater antiquity, and it is possible that the earliest images of the 
Tirtlyankaras, or deified heroes, may have been the prototype followed by the Indian d 
Buddhist, image-makers. mh j ae 

But it was not in sculpture or in painting that the Jain creative genius assented itself. 5 

„They were magnificent builders, and, as examples of architectural design, the two towers S». 
of victory at Chittor (Plate 98B), of the ninth and fifteenth centuries A.D., are unsurpassed "ms 
of their kind in the whole world, while ior consummate craftsmanship and decorative + 

in‘Bhishma Vadha Parva,” section oxiii. Roy’s translation. ^ ER š 
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beauty the vaulted roofs of shrines like that of Mount Aba, built by a merchant prince, 
Vimala Sah, in AD. 1031, equal anything to be seen in Buddhist or Hindu buildings 
(Plate 99A and B). Though it may not be quite true that, as Fergusson says, the Jains 
believed to a greater extent than other Indian sects in the efficacy of temple-building as a 
means of salvation, their wonderful “cities of temples" crowning the sacred hills of Päli- 
tana and Girnár in Gujerat have a beauty of their own which is quite unique (Plate 100A 
and B). The great majority of these temples are small, being the gifts of single wealthy 
persons, and, to quote the same authority, “they are deficient in that grandenr of pro- 
portion that marks the buildings undertaken by royal command or belonging to important 
organised communities." The charm of Pälitänä is due to its environment and the yJetic 


feeling with which the site has been treated architecturally. The sculpture is compara- ' 


tively unimportant. 

The Jain figure-sculptors occasionally worked on a colossal scale in making the images 
of their saints, the Tirthankaras ; probably the finest examples are the detached figures 
at Sravan Belgola (Plate 98A), Kárkala, and Yannür, in Mysore, which range in height 
from thirty-five to seventy feet. These are very noble as art, quite apart from their 
imposing dimensions. But, as a rule, Jain figure-sculpture seems to lack the feeling and 
imagination of the best Buddhist and Hindu art. e A 

The reason for this must be attributed to the character of Jain religious tenets. The 
sect of the Jains, like that of the Saivaites, has always preserved more of the asceticism 
iugrained in orthodox Brahmarical teaching than did the Buddhists, or their spiritual 
successors, the Vaishnavaites.! The Jain ideal of quietism was to be attained by the 
anısterities’of the Hindu ascetic, and the Jain saints, having reached the heaver- of their 
desires, troubled themselves no more with any worldly affairs. 

Even down to the present day, though life is regarded as the most sacred principle in 
nature, the Jains hold it to be the highest virtue for a man or woman to retire to some 
lonely consecrated spot and obtain final release from worldly cares by a process of slow 
starvation. At Sravan Belgola, the hill to the north of that on which the great statué of 
Gomata stands is full of such associations, and many inscriptions on the rocks record 
the passing away of devout Jain kings and queens, and others less distinguished, who thus 
attained Nirvana. 

In Jainism there are no divine incarnations of heroes, like Krishna, who labour for the 
material prosperity of humanity ; neither did the Jain saints or deities develop ‘into 
personifications of nature's manifold aspects. The Jain sculptors and printers were 
therefore limited to a very narrow range of ideas: they had no rich mythology or lives 
of the saints, full of wonders and of human interest, to illustrate ; no grand conception 
of nature’s moods—only the fixed, immutable pose of the ascetic absorbed in contempla- 
tion. Thus Jain art, as regards painting and sculpture, deserves more thin, that of any 
other Hindu sect the reproach of poverty of invention, which is often, without any justi- 
fication, laid upon Indian art in general. ሽር. 

The Buddhist stupas of Bharhut, Sänchi, and Amarávati, with the sculptured rails wHic 
enclose their procession-paths, belong to the Transition period of Indian art, dating from 
about the time of Asoka, or the third century B.c., down to the third or fourth century 
A.D. After that time the Buddhist dynasties of Northern India succumbed to their Hindu 
rivals, and Buddhism itself was gradually absorbed in the general current of Hindu 
thought, from out of which the two great modern sects, the Vaishnavaites and Saiveites, 
began to emerge. Y. i r 

In India Buddha eventually took his place in the Hindu theogony as one of avatars 


of Vishnu, and the heroes of the great epics, Krishna and Ráma, came forward as the most _ 


prominent figures in national art and drama. But in the meantime the artistic traditions 


1 In the fifteentl? century A.D. several Jain religious teachers forbade the worship of images (“History and Literature 


+ of Jainism,” by O. D. Bärodia, p. 77): | : 
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of Buddhism had found congenial soil in China, from whence they spr 
Japan, and in Ceylon. The disasters to the Buddhist kingdoms i 6፡15. 07 a 
also stimulated çolonial enterprise, and in the great colony of Java Indian Buddhist art 
flourished magnificently until the conversion of the islanders to Islam. 

The splendid seven-terraced shrine of Bóróbudür, which has escaped Muhammadan 
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and Christian iconoclasm, contains the most perfect series of Buddhist historical sculptures d 
now existing. Along the pilgrims’ procession-paths on five different terraces are sculp- 1 
tured one,hundred and twenty panels illustrating events in the life of Gautama, and a ጃጁ 


similar number of scenes from the játakas. 

Tirabest sculptures of Böröbudür, which belong probably to the eighth and ninth centuries 
A.D., reach to the highest point of Buddhist plastic art. Fergusson, in his history of 
Indian architecture, made the grievous mistake of assigning the zenith of Indian sculpture 
to the time of thelater Amarávati reliefs, or about the third century A.D., and this cardinal 
error has not only led astray nearly all European writers in Indian art ever since,! but has 
formed the b&sis on which Indian art has been presented to the art-student by the national 
museums of Great Britain. 

The travesty of Indian art-history which is thus put before the European public is as | : 
misleading asyt would be for the museums of Tokio to exhibit Gothic art of the eleventh N 
century as representing the zenith of medieval art in Europe, and for Japanese art-critics + ፡ | 
to write of European sculpture of the fourteenth and fifteenth centuries as unworthy of __ 
serious consideration. Not only has Indian art-history been thus horribly ol መጠ 
but th€Wwhole official system of art-education in India has been based’ upon a similar 
misconcgption and perversion of Indian ideals. 2 í > 

The art of India up to the fourth century A.D. was purely eclectic and transitional. 

The spirit of Indian thought was struggling to find definite artistic expression in sculpture 

and in painting, but the form of expression was not artistically perfected until about the . 
seventh or eighth centuries when most of the great sculpture and painting of India was 
produced. From the seventh or eighth to the fourteenth century was the great period 
of Indian art, corresponding to the highest development of Gothic art in Europe, and it 
is by the achievements of this epoch, rather than by those of Mogul Hindustan, that 
India’s place in the art-history of the world will eventually be resolved.* 

With one important exception, the Ajanta cave-paintings,® practically the whole of the —— 
art $f this period now existent belongs to sculpture or architectural design. This may 
be partly, acgounted for by the wholesale destruction of Indian paintings which took place |— 
under Muhammadan rule, especially in the time of Aurangzib; it being much easier to 
obliterate paintings than to destroy sculpture. But the principal reason is probably that 
tlTe spirit of bhakti, which animated all the great art of the Buddhist-Hindu period, took 
more delight M sculpture than in painting on account of the greater labour and co 
involved in it: from the idea that the greater the labour devoted to the service of 
gods the greater would be the merit won by the devotee. c 

It should not be inferred from this that painting, as an art, never reached a high de 
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1 Mr. Vincent Smith in his article on Indian Archaeology in the latest edition of the Imperial Gazetteer of Tm 
that after the third century A.D. there is little Indian sculpture which is worthy to be called art | š 

2 It is difficult to agree with Havell’s estimation of Indian art 6f the mediaeval period (circa 7th-Sth to 14th c 
as the great period of Indian art. In spite of its beauty one can observe a lack of inner fceling and conver 
whichgoupled with the Islamic invasions lead to the complete disintegration of the sculptural traditions 
together. The orthodox view at the present day is quite different, and according to it the great promise 
sculpture reäched its fulfilment in the Gupta period (5th-6th centuries) after which a steady decline set in 
traditions are finished off by the Muslim conquest.—P.C. | 
» ? Mrs. Herringham and M. de Goloubeff, with the assistance of the Indian Society of Oriental Art, 
engaged in making complete artistic survey of the Ajanta paintings, for want of which I have not beena 
detailed reference to them. It may therefore be hoped tha’ befofe long the Western art-world 
appreciate fully these fragmentary but very precious remains o? the great schools or Indian painting. 
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of perfection in India. The finest of the Ajanta paintings exhibit an amazing technical 
L skill, a fertility of'invention, and a power of expressing high religious ideals unsurpassed 
Be. in any art. Although, after the time of the Buddhist supremacy, sculpture was generally 
preferred to painting in sacred buildings, it was the custom in every royal palace to have 
a chitrasala, or hall of painting, decorated with frescoes.! The art of the Mogu? miniature 
paintings, some of which are as fine as the finest “fine art” of the West, was not entirely 
an importation into India from Persia, but largely a revival of the art of the Buddhist and 
Hindu court painters. š E 
Nevertheless, the remains of Indian religious painting are now too fragmentary to place ‹ 
beside the enormous production of the great schools of China and Japan; and theszogul 
court painters, like the fine art of modern Europe, represented a distraction and amuse- ' 
ment for cultured dilettanti rather than a great national art-tradition like that of the ` 
Far East. In the national art of Asia, China and Japan stand as supreme in their schools 
of painting as India does in her sculpture and architecture. NET 
After the third or fourth century A.D., so erroneously considered as thé culminating 
: point of Indian sculpture, the Saivaites began to add a new and in some ways a unique 
° Chapter to the history of Indian art, with their great cave-temples and sculptures in stone 
and bronze. Like the Jains, the Saivaites were originally strict followerscof the ascetic — 
- - ideal: Siva being the personification of the meditative life, of that higher knowledge 
<- which is the most direct path fof the soul’s liberation. But, so long as the Buddhists 
iflaintained their identity as a separate sect of Hinduism their wonderful activity in 
artistic creatiof seems to have stimulated the Saivaites of Northern India tó emulate 
the achiefements of their rivals, and many of the finest Indian monuments of the pre- 
Muhammadan epoch—e.g. the temple of Elephanta and that of Kailäsa at Ellora (Plate 
TOTA)— were dedicated to the worship of Siva. 
It would, however, be quite fallacious to attempt a history of Indian art upon a rigid 
። sectarian classification. The different currents of religious thought represented by the 
diverse sects of Hinduism intermingle at so many points that the only clear lemarcatíons 
in Indian art-history are dynastic, racial, and provincial or local. Thus the Buddhist 
Mahayana images of Nepal often symbolise the same ideas as the Saivaite sculptures 
of Elephanta and Ellora ; and it is often difficult to distinguish between Mahayana sculp- 
b tures of the eighth and ninth centuries and those of the Saivaites. 
Though Siva, like Vishnu, 15 reputed to have manifested himself in human incarnations, 
the incidents of the ascetic's life do not give much scope for the exercise of the-artist's 
descriptive power, and most of the great groups of Saivaite sculpture illustrate myths of 
the Hindu cosmogony connected with Siva's powers either as the Creator or the 
Destroyer of the Universe, or popular stories of his relations with the Earth Mother, as E 
represented by Uma or Parvati. But after Sankaracharya, in the eight” century A.D., 
overcame the Buddhist philosophers in contests of dialectical skill, and thus established 
the spiritual ascendancy of the Saivaite cult, the Vedic objection to anthropomorphic 
religious symbolism seems to have revived in Northern India; and this, together with ቂ 
the influence of Muhammadan iconoclasm during Aurangzib’s long, intolerant reign, . 
= - almost reduced Saivaite iconography in the north to the symbols of the lingam and the 
ሽሽ. bull. The prohibition of image-worship on the part of Saivaite and Jain reformers at 


EET tion of their faith by fanatical followers of Islam. 


es by, the bronze workers emplóyed in the temples of Southern India arid Ceylon. 
ere are doubtless a great many fine Saivaite bronzes still buried underground. Many 
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are hidden away in temples into which Europeans are not allowed to penetrate.! Now 
that some educated Indians are beginning to take an intelligent interest in their national 
art we may expgct that more of these treasures will be brought to light, and treated with 
greater artistic consideration than they are by the superstitious guardians of the temples. 
The degrading and vulgar modern practice of dressing up temple images with gaudy 
drapery, like children's dolls, reduces the status of the sculptor to that of a maker of 
lay figurés, and accounts in some degree for the contempt with which all Indian sculpture 
has been regarded by Anglo-Indians. 
slhough Saivaism assimilated a great deal of the humanistic teaching of Gautama, the 
modesn Vaishnavaites are more entitled to be considered the artistic heirs of Buddhism. 


Vishnu. In the stories of Rama-Chandra and of Krishna, also incarnations of Vishnu, 
and of other heroes of the epics, Vaishnavaite art finds human types more closely related 
o the ethical ideal of Buddhism than to the ascetic ideal of the Saivaites. ፦ 
But here &gain we must not draw such distinctions too closely : for the Ramayana and 
the Mahabharata are as much the common property of all Hinduism as the English t 
Bible and Shakespeare belong to all English-speaking people. The Indian epics contain + — * 
a parrait ga Pl of ideal types of men and women which afford to every good Hindu the 
highest exemplars of moral conduct, and every Hindu artist an inexhaustible mine of 
subject-matter.? ° 
° Itissomewhat surprising for the student of Indian art tq find that though the adventusss== — 
of RAMA and Sita and the exploits of the Pandava heroes havg such asdeep hold upon ° 
populareimagination, even in the present day, and though the whole text ጩ the great 
epics is regarded as holy writ, it is rarely that the subjects of important sculptures seefn 
to have been taken directly from them in the great creative period of Indian art. The 
finest series of reliefs illustrating the Ramayana are not in India but in the courtyard of a 
Vaishnavaite temple at Prambanam, in Java (Plates 35 and 36) : they are ascribed to « 
about the efeventh century A.D. An incident in the Mahabharata is illustrated in one of 
the serjes of sculptures at Mämallapuram, near Madras ; and the temple of Angkor Vat, 
in Kambodia, has reliefs on a grand scale dealing with other events of the great war; 
but, with these exceptions, there is now hardly any important Indian sculpture illustrating 
the epics. Puranic literature supplies the subjects of practically all Hindu religious 
scufpture. f 
I think that the explanation of this is that the temples were held to be dwelling-places 
of the devas, and consequently the figures of human beings could only be appropriately » 
represented on the exterior. Thus the principal sculptures within the sacred precincts 
lated exclusively to the divinities who were worshipped therein, and generally to events 


the Iliad of Asia seem now to be out of place in the up-to-date Indian prince’s picture- 
gallery imported wholsesale from Europe, and the Indian aristocracy 15 mostly concerned 
in obliterating all the remaining vestiges of Indian artistic culture. |" š ` 
The more modern Vaishnavaite literature and art are centred in the bhakti cult and 
1 The treasures of bronze images in the collections of South Indian tefnples have gradually come to light, and form 9 | a 
part ef the*large corpus of material available for study at the presen? day.—P.C. NT c 54 
2 Nothing is more significant of the general aloofness of the Anglo-Saxon from the inner consciousnesgof t he Indian —— x E 


which took pice in the paradise of the gods. £ : | 
From various references in Hindu dramatic writings we may conclude that the history 4. 
o£ Ráma and Sita and of the Pándava heroes from whom many of the Hindukingsclaimed — , |» site 
decent were frequently illustrated in the fresco paintings of the royal chitrasalas, or ALME s 
picture-halls, which have now entirely disappeared. The epic of Indian womanhood and ^ d 
o 


© people than the fact that, while most educated Indians are perfectly familiar with the Bible and wi Sha 
Mahabharata has®not as yet found any definite place in English literature. In spite of the hero 
tempt of Protap.Chandra Roy to render it into English, tt still, for the most part, remains more mat 
Egglishman than the hieroglyphics of Egypt. a ae ° 
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in the events of Krishna's early life at Brindában, before he became the spiritual guidé 
and champion of the Pandavas in the great war. In some of the popular art which relates 
to this aspect of Vaishnavism the spiritual significance of Krishna's relations with Radha 
= and the gopis is given a grossly material interpretation. But it would be wrong to infer 
that the obscenities which occasionally disfigure Hindu temples are necessarily indicative 
of moral depravity. In the matter of sexual relationship Indian civilisation, in every 
stratum of society, holds up a standard of morality as high as Europe has ever done. 
The splendid sun-temples of Mudherá in Gujerat (rorB) and of Kanárak,.in Orissa 
(Plate 102A) belong to a subsection of the Vaishnava cult, still represented, by the Sauras, 
or those who worship Vishnu in his manifestation as Súrya-Náráyana. The former'üates 
from about the eleventh century, and is, even in its present ruined condition, one of the 
noblest monuments of Indian architecture ; the latter belongs to the thirteenth century, 
and is distinguished by its fine sculpture, especially the two grand warhorses,! and the 
elephants, Plate 105A., which stand in front of it. ' š 
The sectarian classification of Buddhist-Hindu art, though it is useful as indicating 
roughly the variety of subject-matter in sculpture and painting, and to some extent 
< the difference of architectural forms, does not imply any divergence in artistic ideals. 
In this respect Jain, Buddhist, Saivaite and Vaishnavaite merely represent different 
aspects of one idea, different streams of thought flowing in one direction in the same 
watershed. In the same locality’ and of the same date Jain or Buddhist, Saivaite or 
_=¥aishnavaite can only be distinguished from each other by the choice of symbols, and 
then often witl» difficulty. : cae 
The poktical supremacy of the Moguls, established by Babar in 1526,.brougnt about 
a large readjustmerit of artistic conditions but no fundamental change in artistic ideals. 
The royal palace, rather than the temple or monastery, became more exclusively the 
A centre of creative art; for the puritan sentiment of Islam, even under the free-thinker 
« Akbar, would not concede to the highest expression of art any but material aims and a 
strictly secular scope. This Philistine influence reacted on the religious art of Hinduism, 
and no doubt stimulated, if it did not originate, the propaganda against the ritualistic 
use of images started by Jain and Saivaite religious teachers. From the sixteenth century 
the creative impulse in Hindu art began to diminish, though its technical traditions have 
maintained their vitality down to modern times. 
In the Muhammadan Courts there was no place for the sculptor, except as a decordtive 
craftsman ; but in architecture Hindu idealism received a fresh impulse through dealing 
< with new constructive problems, and Islam added to its prestige by the magnificence 
of the mosques built with the aid of Jain and Hindu temple craftsmen. Indian Saracenic 
architecture testifies not so much to the creative genius of the Moguls as to their capacity 
for assimilating the artistic culture of alien subject races. Christianit% raight have 
advanced much more rapidly in India if its leaders had not, with the puritanical intolerance 
of Aurangzib, refused to allow the genius of Indian art to glorify the Christian Church, 
and tried to propagate the beauty of an Eastern faith with the whitewashed ugliness’ of 
Western formality. 
In the reigns of Akbar, Jahangir, and Shah Jahan the court painters fulfilled the same 
rôle as they had done under the former Buddhist and Hindu rulers; but the Mogul 
Emperors laid no claim to a divine ancestry, and priestly influence was no longer supreme 
“in the state. The dominant themes in the art of the period were therefore not religgous, 
te - but the romance of love and of war, the legends of Musalman and Rajput chivalry, the 
e? pageantry of state ceremonial, and pértraiture. ES 
` Owing to the presence of Persian artists at the Mogul Court, European critics have _ 
generally classified all the painting of the time under the name of Indo-Persian, assuming, 
as so many have done with regard to garly, Indian Buddhist sculpture, that the creative 
E NASAL impulse in Indien art came always from «without instead of from within. These are 
E e መረ Pact f, “Indian Sculpture and Painting,” Plate 39. : . 
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illogical and inartistic assumptions. The Persian painters at Akbar’s Court were neither 
technically nor artistically superior to the Hindus. The creative stimulus came partly 
from the invigorating atmosphere of Akbar’s Court, and from his own magnetic per- 


sonality. Hindu art had been cramped by the rigid ritualistic prescriptions imposed : 


by the Brahmin priests, who were not artists, like many of the Buddhist monks, but a 
purely literary caste. The illiterate but broad-minded Akbar gave both Musalraan and 
Hindu artists their intellectual and spiritualfreedom. In adapting itself to the new social 
onder Indian art enlarged its boundaries and renewed its former vitality, assimilating the 
foreign technical traditions, but always maintaining its own ideals.! Regarded as a whole, 
the ffdian school of painting of the Mogul epoch is as distinct and original in artistic 
expression as any of the schools of Persia, China, or Japan. 

With the accession of Aurangzib the fierce iconoclasm of the first Muhammadan invaders 
of Hindustan was renewed, and the fine arts, including music, were placed under a fanatical 
priestly interdict, more detrimental to Indian art than all the asceticism of Hinduism. 
In modern times the influence of Western “education,” with its purely commercial ideals, 
has*been even more depressing to Indian art than the iconoclasm of Aurangzib. Edu- 
cated India under British rule, while affecting to exchange its own culture for that of the 
West, has reisained entirely aloof from those vital movements in British art and craft 
` which in the last half-century have derived so much impetus from the study and ex- 
ploitation of oriental art. Anglo-Indian departmentalism, always slow to move in art 


፲ከ8116፲5. still takes refuge in British Early Victorian fermuldries, and the theory he 


India'has never shown any original genius for sculpture or painting continues to produce 
hopelesszconfusion in the whole conduct of art-education. Under present ciréumstances 
it would be far better if India were allowed to work out her own artistic salvation, without 
interference from the State. Western methods of education have opened a rift between 
the artistic castes and the “educated” such as never existed in any previous time in 
Indian history. Theremedy lies, not in making Indian artists more literate in the Euro- 
peah sense, not in teaching them anatomy, perspective, and model-drawing, nor in manu- 
facturing regulation pattern-books according to Anglo-Indian taste, but in making the 
literati, educators and educated, conscious of the deficiencies of their own education which 
render them unable to appreciate the artistic wealth lying at their doors. = i 

For behind all this intellectual and administrative chaos there remains in India 8 
native living traditioņ of art, deep-rooted in the ancient culture of Hinduism, richer and 
more fùlbof strength than all the eclectic learning of the modern academies and art-guilds 
of Europe; only waiting for the spiritual and intellectual quickening which will renew 
its old creative instinct. The new impulse will come, as Emerson has said, not at the 
call of a legislature: it will come, as always, unannounced, and spring up between the 
feet of braw aad earnest men. E. 

Even now the signs of the coming renaissance are not wanting. It is impossible to 
believe that India will wholly succumb, body and soul, to the materialism of modern 
Eufope; and, seeing how much both Asia and Europe owe to Indian culture, it would 
` be foolish for politicians to regard the reassertion of Indian idealism with suspicion and 
distrust. It is indeed a happy augury for the spiritual and intellectual progress of huma- 
nity, and for the ultimate disappearance of those differences and prejudices which make 
the gulf between East and West. 
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1 This ability to absorb foreign influence at the highest levels, so that what is borrowed is thorougfily assimilated and 
resuits in a new, tyell-integrated creation has been one of the most diStinguishing characteristics of Indian art history — 
P.G : ን De C e 
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THE GREAT BAS-RELIEFS AT MAMALLAPURAM, MADRAS, KNOWN 
ን ኩ AS “ARJUNA’S PENANCE” i ET 
THE great group of Hindu monuments at Mämallapuram, consisting of monolithic temples, à 
, caves, and bas-reliefs, contains some of the finest examples of Indian sculpture now 
existing. They were executed under the auspices of some of the Pallava kings who had 
their capital at Conjeeveram (Kánchi), in the beginning of the fourth century, and gradu- 
ally extended their power so that from about A.D. 625 to the middle of the eighth century 
they held sway over the greater part of Southern India. It is to the latter period that 
these sculptures belong. Many of them are said to have been executed in the reign of . pr naf 
Mahendravarman I. (circa A.D. 600 to 625). ; di»... 
The bas-reliefs, of which two illustrations are given, are carved on two huge granite 
boulders of abeut thirty feet in height and a combined length of about ninety feet. Be 
According to popular tradition, the subject of the sculptures is that of Arjuna practising > - 
austerities in order to gain the arms of Indra, as recorded in the Vana Parva of the Mah@- , -. 2D ie 
bháraez Though it is uncertain whether this is correct, the story is a typical one for ; = 
illustrating Hindu belief in the virtue of ascetic practices for gainfng extraordinary psychic ; 
powers, and iť sufficiently explains the motif of the sculptures. ° ° | 4 
When the fateful struggle between the Pandavas and Kauravas was impending, Arjuna, «1 ኳት 
on the advice of his brother Yudhisthira, set out towards Himavat to obtain the celestial | ° 
weapons guarded by Indra. He was armed with Krishna's famous bow, Gandiva, with ° Jik 
itsunexhaustible quivers, and had learnt from Yudhisthira a mantra of tremendous power ° ' ና 
fer controlling the forces of nature. By virtue of the spiritual power gained by ascetic — 5 
practices, Arjuna sped with marvellous swiftness, and reached the sacred mountain in : 
ane day ; but at the approach to Indra’s paradise a celestial voice commanded him to . 18 y 
stop. ` | 
Looking around him, he saw under a tree an emaciated ascetic with matted locks, who 
reproached him fqr disturbing his peaceful abode, and endeavoured with smooth words E 
to persuade him to throw away his weapons. But the Pándava hero was not to be turned "` 
from his purpose, even when the ascetic threw off his disguise and revealed hims 
"Indra, making tempting offers if he would consent to remain and enjoy the happ 
of the celestials. 
“I desire not the regions of bliss," Arjuna answered, “nor the celestial peace an 
perity of the gods. Shall I desert my brothers in the forest, leaving their wro 
avenged and the foe unvanquished, to be scorned for all ages by the whole woi 


1 Vincent Smith's “Early History of India," p. 425. 

5 The subject matter of this bas-relief has been the topic of much discussion, various interpretatio 
Jouveau Dubreuil, Coomaraswamy and Goloubew hold to the view that the scene depicted is Bhagira 
result of which Ganga came down from Heaven to the Earth. The entire position has been re ነ 
T. NaRamachandran (‘‘Kiratarjuniyam or Arjuna’s Penance in Indian Art,” Journal of the Indian Soc 
Art, XVIII (1950-51) pp. 1-110). He holds to the view that the bas-rejief is a representation of At 
related in Kiratarjuniyam of Bharavi, whose fame as a poet had spread får and wide when the bas- 
being ranked with Kalidasa himself in the Aihole inscription dated A.D. 634-635 of Palakesin 11 of 
poem also helps one in understanding certain details of the bas-relief hitherto obscure, including the epr 
Nara-Narayana episode at the foot of the relief to the right of the river-cleft, as well as the Moon: 
Siva’s head. The current evidence seems to be in favaur of the Arjuna identification though [ 
omission of the Boar-hunt, still await clarification —P.C. > wal 
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184 THE IDEALS OF INDIAN ART ‹ 
Moved by Arjuna’s constancy, Indra consented to yield to him the celestial arms wher 
Siva, the highest of all the gods, should deign to reveal himself to him. c 
Indra then disappeared and Arjuna prepared to devote himself to the rigid austerities 
of Yoga in order to obtain the desired boon from Siva. He first entered a mysterious 
forest full of wild beasts and fearsome monsters. The celestial drums and conches thun- 
dered above him ; thick showers of flowers fell upon the earth, and Indra’s clouds darken- 
ed the sky. Reaching an auspicious spot on the banks of a foaming river, “ echoing with 
the notes of swans, peacocks, and cranes," he laid aside his armour and weapons and 
began the fasting and meditation which should attract the attention of the great gad, 
Siva. The first month he subsisted by eating fruits at intervals of three nights „next . 
he increased the interval of fasting to six nights; and next to fourteen days. Bythe | 
fourth month he began to exist on air alone ; standing on the tips of his toes with arms ‘ 
upraised. ፲ ከ6 tremendous energy produced by his mental concentration began to disturb, 
the cosmic order, and all the great sages went in agitation to complain to Siva. 
Mahadeva reassured them by saying that Arjuna’s desire was not prompted by any. 
impiety, and forthwith assuming the disguise of a hunter, he took up his bow and arrow 
. and, followed by his consort Uma and thousands of celestials in similar disguise, the 
great god descended the slopes of Himavat to test the courage of the ‘neyo. As they, 
approached the whole forest was illumined with heavenly light, a solemii stillness per- 
vaded the place, the songs of birds were hushed, and the rivers ceased to flow. ° 
^ weal hen Siva, by the power of illusion, caused a demon in the form of a wild boar to pass‘ 
in front of Arjuna, who fitted a shaft to his bow to slay it, undeterred by the comfffänding 
voice of the divine hunter claiming it as his own prize. The boar fell struck at the same 
instant by the fieryeshafts of Arjuna, and by those of Siva. An angry dispute arose 
between the rival hunters, ending in a terrific combat, in which Arjuna was at last struck 
down senseless. Soon regaining consciousness, he prostrated himself in worship at 
Siva's feet, who, revealing himself in his divine splendour, praised him for his valour, and 
promised to bestow upon him an irresistible weapon with which he should overcome 
all his foes. 6 ; 
_Mahadeva, having instructed Arjuna in the use of the celestial arms, disappeared from 
his sight, like the setting sun in a clear sky. Arjuna, kneeling in adoration, exlaimed, 
Happy indeed am I, and greatly favoured, for I have beheld and touched with my 
hand the three-eyed Hara, the wielder of the Pinaka, and obtained this boén! 
My enemies are already vanquished | My purpose is achieved !" © : 
Then Varuna, the god of waters, with all his attendant deities ; the river goddesses ; 
the Nagas, snake-gods ; the Daityas and Sädhyas ; came to see the mighty hero who 
had fought with Mahadeva himself. There came also Kuvera, the lord of wealth, seated 
on a splendid car; Yama, the judge of the nether world, with mace in hand; and Indra, 
too, with his Queen, mounted on the celestial elephant, Airävata, a white umbrella over 
his head, looking like the moon amid fleecy clouds. They also bestowed upon Arjuna 
various weapons of tremendous power; Yama, his mace; Varuna, his noose; Kuveta, p 
, the magic Antardhána. Finally, taking Arjuna in his shining car, Indra bore him aloft , ' 
to his heavenly city, Amarávati, where, with benedictions from all the devas he received 
from the hands of the Rain-god his thunderbolt and the lightnings of heaven. | 
At Indra's command he remained there for five years, learning from Chitrasena the 
divine arts of music, singing, and dancing—accomplishments which he found very useful 
in his subsequent adventures among his fellow-mortals. > | 
The Mámallapuram sculptures do not follow very closely the Mahabharata version of 
the story, but it should be remembered ‘that there must have been many local variants 
of it. On the left-hand rock, the sculptures of which remain half finished, the emaciated 
figure, supposed to be Arjuna, is seen practising his austerities, standing on one leg with 
his arms raised over his head, The figure ot a four-armed deity standing by him, armed 
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Queen Maya and the infantePrince Siddhartha sleeping. Bas-reliel at Baro, Central India. 
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e (From a photograph in the India Office Library). 


B. «The “Linga” shrine, Elephanta.^ (From a photograph in the India Office Library). ፡ 
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A.Siva dancing the Tandavan, Elephanta. (Copyright, Department of Archaeology, Government óf India). 
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temple at Kafugumalai, Tinnevelly. (From a photograph in the India Office Library). 
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) ን ur 4 
wih a huge mace and attended by dwarfs, seems to be that of Siva. Immediately below : 
the supposed figure of Arjuna there is a small temple of Vishnu, at the base of which a Bis, 
number of devotees are grouped. The upper part of both rocks is covered with a great | 
crowd of celestials, gods, and sages; the Gandharvas, the heavenly musicians with bird- 
like legs, and various four-footed denizens of the Hindu Olympus are hastening to watch 
the wonderful penance. 

The right-hand rock is distinguished by the magnificent group of elephants, Indra’s 
noble beasts, which are very realistically treated. The foremost tusker, which gives 
shelter to a delightful group of baby elephants stands gravely watching Arjuna, while 
the female impatiently waits her turn behind him. 

3 The cleft between the rocks is skilfully used to show a Nága and Nagini, and other 
snake-deities, as coming up from the depths of ocean, drawn by the ascetic’s magnetic 
power, to pay him homage. 


Nm 


NoTE.—An interesting discovery has been made lately by Prof. Jouveau-Dubreuil, that in the rainy season a miniature 
"waterfall pours over the cleft between the two rocks. This fully explains the position of the water-deities, but the Ju 
inference that the whole sculpture represents the well-known legend of the Birth of the Ganges seems hardly to be ç 1 i 
justified. n 2 ፡ 
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A RELJEF EROM MAMALLAPURAM—VISHNU SUPPORTING THE UNIVERSE b 


PLATE 103B, a very characteristic example of the Hindu artist's. treatment of Puranic 
allegory, is one of the most impressive and powerful of the Mamallapuram group of LL 
sculptures. | : EN | ° Piss 
Vishnu iS here represented as the all-pervading Soul of the Universe, upholding the | 
Heavens (symbolised by the curved cornice of the Dravidian temple) with one arm, and e : 
filling space with all the attributes of his glory. Seated at his feet are four mu NS £ | 
genii, the guardians of his paradise Vaikuntha, symbolising the four quarters ot the 3| 
earth. : ጋ s 3 E |; 
Vishnu himself, in his material aspect, stands for the sun in its midday splendour, as 
` representing the principle of all life. On the right and left are smaller figures of Brahma 
and Siva on their heavenly lotus-thrones as symbols of the sun's rising and set 
_‘‘strides of Vishnu,” or the apparent movement of the sun across the heavens, ar 
Dy-the upraised leg and the outstretched finger of one hand which Siva 
The figure*with a boar's head on the right of Vishnu's head is the V. 
boar-incarnation, in which form Vishnu raised the earth above the Flo 
`= The spiritual signification of the various attributes displayed by i 
plained in the Puranas: The Kaustubha gem which he wears in his necklace 
"Soul of the World, undefiled and void of qualities. The chief principle o t 
na) is seated on the Eternal in the Sri-vatsa mark, a curl on the br ; 
` The principle of consciousness (Ahamkara)* in its twofold divisio 
and rudimentary unconscious elements, is symbolised by the famo 
by Arjuna in the Great War (here held by Vishnu in his bent left al 


; eae dad he tenera WI 
1 Ahanfkara == the principle of individual existence, that which appropriates perceptions; and 0! — - 
notions, I think, Iam. The three modifications of Ahamkara are (z) Vaikarika, (2) Ta EL 
ponding to the three primordial gunas, or qualities—sativam, rajas, and tamas. u I Lis EIE 
produces the seres, and the tamasik the five elemental rudiments—ether, wind ae A | " AES 
The Taijasa form of consciousness is the energic prinoiple, causing the other two, whit pé RS "i". 
Hence Ahamkafa is described as having a “twofold divisiog." ^ y 
, ፥ A 3; 
> a * 
uu E. . 
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186 O THE IDEALS OF INDIAN ART» | 
conch shell, the sound of which reverberates throughout the whole universe.! The 
shafts shot from the bow (t.e. the sun’s rays) represent the faculties of action and per- 
ception. The bright sword, wielded by the right arm, is holy wisdom, concealed at times 
in the scabbard of ignorance. On the right side, also, Vishnu wields his mace, which 
is the power of the intellect, and the discus, which is the mind, whose thoughts, like the 
weapon, fly swifter than the winds. (The allegorical significance of the remaining symbol, 
the shield held by the left arm, is not explained in the Vishnu Purana. It seems to be 
about to cover the descending figure whose movement symbolises the setting of the sun, 
and thus it may be taken to represent both the darkness of night and Maya, the power 
of illusion, or the veil of phenomenal existence by which the Supreme Being corceals 
His real nature.) His necklace is composed of the five precious gems, pearl, ruby, emerald, | 
sapphire, and diamond, which represent the five elemental rudiments (see footnote.) ‘ 
Artists of every school will recognise the splendid vigour and imaginative power with 
which the unknown sculptor has carved this striking composition on the face of the 
living granite rock. The bold generalisation of execution is quite free frofn the over-. 
elaboration from which later Indian sculpture sometimes suffers. The figure of the sun- 
f god in his midday glory, the pillar of the heavens whose glowing light pervades all space, 
d ' is a grand allegorical conception worthy of a Dante or Milton. The stately uprightness 
of the body of the Deity, echoed by the lines of the mighty bow and sword and by the 
k slightly varied attitudes of the fous genii grouped in massive relief at the base, contrast ‹ 
> with telling effect against the vigorous movement of the outstretched arms, forming a 
radiant halo behind the figure “while the ascending and descending movemertt 0f the 
Š smaller figures on the right and left balances the whole composition in lower planes of 
relief, which finely symbolise the gradual dawn and close of day at the sun's rising and í 
setting. The extended movement of the left leg may easily provoke Philistine ridicule ; 
but the critic whose outlook is not too much narrowed by the esthetic conventions of 
modern academic Europe must admit that the reverential feeling of the sculptor fully 
justifies the temerity which might so easily have proved disastrous to an artist of lesser 
power. ‹ 
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LAKSHMI, OR SRÍ, ARISING FROM THE SEA OF MILK—A RELIEF’FROM 

3 MAMALLAPURAM (CAVE XXV) 

THE story of Lakshmi, or Sri, the consort, or sakti, of Vishnu—representing feztility and 

earthly prosperity—arising from the Cosmic Ocean when churned by the gods ánd asuras, 

is given in the text, pp. 148-9. The gracious goddess, radiant with beauty, rose from the: 
° waves, seated on a full-blown lotus-flower, attended by Ganga and other river-deities. 
° Indra’s elephants, the mighty monsoon clouds which refresh the parched plains, bring ፡ ፡ "' 

their precious waters in golden vessels, and pour them over her, the Queen of the Universe. m 

Like all the Mámallapuram reliefs, the subject is treated with a freshness and directness 

2 which will appeal to European artists more than the elaborate, ritualistic formalism of 
some later Hindu sculpture. It is Indian art of the great Hindu epoch, strong, free, and 
full of creative vigour. 3 ° 7 ER 
+ The oldeworld story lends itself to such a treatment. Like the subjects of Kalidäsa’s 
EN. masterpieces, Sakuntala and the Meghaduta, 1t strikes one of those primitive chords of 
human feeling on which all the great dramatists prefer to play. Lakshmi, Mother Nature, 
EN 4 1 The vibratio dy ' of fne rudimentary elements 15 regarded as the material creative force. The same idea is represented 
ከል አንዱ rs A 4 6 d ሰ 
- by Siva's drum. oc. e ore i ^ ና 
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true woman and goddess most divine, is represented in the supreme moment when, rising p 
from the waves on her lotus-throne, she gazes with undisguised rapture and wonderment 
upon the apparition of Vishnu in all his splendour before her. There is a fine inspiration, ፪ c 
, & touch of the eternal feminine, in her simple, spontaneous gesture, full of adoration for 
| her diviné spouse as she prepares to throw herself upon his breast. The reverential 
mien of the attendant river-goddesses at her side is simply and charmingly expressed ; 
and the colossal heads of Indra’s elephants, rendered with consummate craftsmanship, cS 
make an imposing canopy for the whole group. 54 


SCULPTURE OF A BULL IN KRISHNA'S MANDAPAM, MAMALLAPURAM—TWO 5 H 
ELEPHANTS IN FRONT OF THE SURYA TEMPLE AT KANARAK act: eee 


THE grand monumental bull carved in the shrine known as Krishna's Mandapam at | ፡ ° 
Mámallapuram ከ5 one of a group illustrating the story of Krishna's exploit in lifting a 
up the mountain Govardhana to protect Nanda and his cattle from the torrents of rain 
poured down by the wrath of Indra. Like the elephants in the great bas-relief known as 
Arjuna’s penance (Plate ro2B) it is frankly realistic in treatment; yet not without the a 

ideal. feeling of classic art in its masterly generalisation of fact. 7 


¡A PLATES 104B AND 105A 
Nandi, a milk-white bull, is the name of Siva's vehicle, whicH is a symbol both of the AB NS 


ገ è 


4 . 

! deity’s generative power and of dharma, righteousness, or the whole, duty of the Hinda. : 
The latter attribute is derived from the fact that the bull carried the wood for the sacri- ) 
ficial fire, and was one of the principal victims. ' ን eli FB 

With this sculpture we may compare the two elephants in front of the famous ን 5 reas 
temple at Khnárak, in Orissa (Plate 105A), which belongs to the middle of the b [ 
century. They are companion sculptures to the magnificent horse and warrior n 10 ith ° 
have illustrated in a previous volume.! In such grand works as these, campa a DANA ; 

the finest sculptures of the West, we can find sufficient refutation of the baseless 1 3 

rion so òften brought against Hindu artists that they are no lovers of nature, and fac 

therpower of truthful interpretation of it. udi! 
N his deep ns instinct inspires the Hindu always to seek h w ase ፡ LH s 
of nature a symbol of worship and an attribute of the divine, rather than the vm e SENA ME 

of intellectual distraction or idle amusement, it often seems to the em o | m 

Wat he misses the purpose of art, and is incapable of appreciating the hig est a EE 

It would he raore true to say that this is the spirit 1n which all the en ds ded 3 Y 

have been ¢onceived, and it is just that spirit, still surviving in the East, = ae el ብ 

to give a new vital impulse to art in modern Europe. | There is harie orm E aH 2, 13 = 

incHindu art, from the gods of its pantheon to the primitive jewellery of the peasa that the A 

; has not its ultimate derivation in some aspect of nature-worship. lt 15 an N the 
. adoration is addressed not directly to nature, or to the symbol which ee re ed 
all-pervading spirit which is behind it. But the feeling for beauty 15 ee e En 
even in the epithets bestowed upon the gods, and in the names ot om 
atterns. ima 
p How “thè hlue-throated, moon-crested Siva” recalls the ethereal beauty of the ns ; ጻ 
layan peaks, with the band of transparent violet-blúe just bay the non DM a ርን On 
what poetic suggestions underlie the names of thefinest Dacca muslins run mg = | 
- ` “evening dew,” and “woven air ”! ER E : f 
Is ner no love of nature in the reverence for all living things, great and small; waah ; fe” 
,3 Part I, “Indian Sculpture and Painting,” Plate 5. 9 . om | 
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A 188 * THE IDEALS OF INDIAN ART , 1 
is enjoined as a religious duty on every Hindu ? Do the people who bestow garlands.or 
every honoured guest, who worship sacred trees, and bring flowers for their daily efferings 
to the gods, to whom the forest is a temple and every wooded hill-top an altar, not love 
trees and flowers ? If the Indian continually chooses some glorious prospect of mountain, 
sea, or plain as a fitting place of pilgrimage, and in passionate devotion builds or carves 
in the living rock a shrine for the image of Him who abides in everything—has he a lower 
esthetic sense than the materialist who climbs the mountain-top to see the sunrise, and 
enjoy his breakfast better ? f ፡ 
1311 the painters of Ajanta not love the nature and the teeming life of their native land 
which they depicted with such marvellous skill? Had the sculptors of Elloras who 
transformed the rocky hill-scarp with their mystic visions of Siva’s Himalayan paradise | 
(Plate rorA) less delight in beauty than the modern tourist with his camera, and the ` 
painter with his sketch-book ? 
The book-learned Western critic starts with an a priori conviction that, because Bud- 
dhist and Hindu teachers have always regarded the ascetic life as the highest ideal and 
the shortest road to salvation, therefore there is ingrained in Indian thought generally a 
; _ dislike and distrust of nature, incompatible with the aims of art, which have always warped 
« the mind and paralysed the hand of the Indian artist, except when he was influenced by 
Hellenic traditions. This appears to be the view of Sir George Birdwood, who declares 
that “sculpture and painting, as fine arts, are unknown in India." He fails to find in e 
Indian art any examples,of the ‘unfettered and impassioned realisation of the ideals 
within us, by the things without us”; and recently, in a violent dentneiation 
of Indian sculpture in géneral, he characterised the Indian conception of Buddha as “a 
senseless similitude , . . vacuously squinting down its nose to its thumbs and knees and 
toes. A boiled suet pudding would serve equally well as a symbol of passionless purity 
and serenity of soul"? The illustrations I have given here and elsewhere of Hindu 
sculpture appear in his eyes “unshapely, unsightly, and portentous . . . for the most 
part mechanical bronzes and, brasses and the merest Brummagem.” $ ° 
It is a misfortune for India that those who come forward as interpreters of her art to 
the West should be so constitutionally incapable of appreciating its highest ideals. It 
seems to me that those who refuse to recognise the intense love of nature with which 
Hindu thought is penetrated must miss entirely the beauty of the great Hindu poets, 
of Valmiki and Kalidasa, as well as the beauty of Hindu art. For all Hindu poetry, 
music, and art reveal the profound insight into nature and the abiding love for it which 
‚have dominated Indian thought throughout its history. They seem, indeed, sometimes 
to strike notes too high and too deep for Western ears to hear; but this wider range of 
sense-perception is the special gift of the artist, poet, and musician. ae 
The idea that the soul's salvation can be more speedily won by an ascetic life is, after 
all, no peculiarity of Hinduism, and the ascetic ideal had no more power to ‘repress the 
free development of the fine arts in India than the monasticism of the Middle Ages had 
< in Europe. Those who pursued that ideal in daily life were only the smallest fractionsof 
d $ the whole population; generally those whom misfortune, or some great loss or grief, had 
driven to seek consolation in retirement from the world. The respect with which they 
were treated did not prevent others from enjoying the amenities of life in full. Just 
as in medieval Europe the religious impulse which dominated the masses sought active 
expression in artistic works, in the building and adornment of innumerable temples, 
monasteries, rest-houses for pilgrims, bathing tanks, etc., to which they contributed,some 


Du by gilts of kind or money, some by their labour, some by dedicating their lives to «the 2 
$ temple serzice. The extraordinary productiveness of Hindu art in its great creative 
E petiod is sufficient in itself to prove a deep devotion to the study of nature, for creative ^ 
e 1 “Industrial Arts 8f India” (Handbook of the Victoria and Albert Museum), part i. p. 125. 
2 Journal of the Royal Society of Arts, February 1910. |, y ' ፡ °. A 
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are can no more proceed from distrust or hatred of nature than music can proceed from 
an abhdrrence of sound. 

All art which is not purely eclectic and academic represents the attempt to probe into 
nature's secrets and relate them to human life and work. Thus all art which is vital and 


creative is as closely related to the study of nature as all true science and philosophy must 
always be. 


። 


> “ Puranic” art, or Indian Gothic, which Sir George Birdwood condemns wholesale, is 
Hindu science and philosophy allegorically interpreted by the great masters of India, 
in»exactly the same way as the great musicians of modern Europe have used popular folk- 
o ,, musi® as the basis of musical drama. Puranic art is the idiomatic art of India, which 
» hardly became truly Indian until it became Puranic. If it seems strange to Western 
minds, we should always remember that it was an art language perfectly intelligible to the 
People to whom it was addressed. It is the complete expression of the Indian conscious- 
ness ‚at the height of its greatest intellectual, literary, and artistic activity ; and for any 
‘critic to affect to despise it is simply to exhibit his incapacity for approaching Indian art 
from the Indian point of view. 
` It is within the province of a critic to ridicule the work of an individual, of a clique, _ 2 
or of a school ; “but it is presumption to condemn whole centuries of creative art—cen- Ze 
turies which afe mighty landmarks in the history of a great civilisation. The art of indi- 
viduals or of cliques may be perverse, but the art 05 a whole people cannot be wrong. 
Tt is a revelation of themselves—a part of the process of their.spiritual evolution, and it 
canrtót be wise for the nation which rules India to allow Indian art to be either ignored 
or misrepresented in its public museums. i > 
According to Sir George Birdwood and most other Anglo-Indian» writers, it was first 
the Greeks and afterwards the Muhammadans who infused into the Indian mind that love 
of nature which is necessary for the development of “fine art"—a most extraordinary 
misreading of Indian art-history. There is no phase of Indian art less free and spon- 
taAeous than the decadent work of the Gandhara sculptors, and no Hindu canon was 
ever se blighting in its effect on the higher development of art, or so significant of a dis- 
trust and hatred of nature, as the ascetic law of Islam which forbade the representation 
of any ljving creature. Not until the rigour of that law was relaxed, when Islam became x Be 
inspired by the nature-loving traditions of China and Hindustan, did Saracenic art rise 
to “greatness. Both, Greeks and Hindus were lovers of beauty. The former loved it = 
` for it$ ewnesake—efor the refinement and abundance of joy which it brings into life; the ~ E 
latter for the intimation it gives of a higher life than this—for life, to the Hindu artist, | z d. M 
š . had a more profound significance than it had to the Greek. The sculptors who carved ° š Vs s 
ተከር ‘great bull at Mamallapuram and the elephants at Kanärak were as perfect masters > 
of their መጁ 4s the Greeks. Both the realism of such works as these and the idealism of 
the sublime Buddha at Anuradhapura, of the four-armed Siva of the Madras Museum 


: " (Plate 88), or of the four-headed Brahma at Leyden (Plate 86 C), proceed from a reverent | P 
እ afid profound study of nature, and neither the one nor the other could have been achieved ` "Mw; 
EB °s without it. * cor 
መ . | 2 
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° A PLATE ፲035 ` ae a E 
` ` BAS-RELIEF FROM THE ENTRANCE-TO CAVE XIX AT AJANTA $ 
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` STUDENTS of Indian art are accustomed to think of the Ajanta caves as representing The 
great epoch of. Buddhist painting, but they also furnish some of the most Perfect examples 
ef Indian stulpture and architectural design. Among them it would’ be difficult to 
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| find anything to surpass this exquisite sculptured group by the entrance of the most 
a splendid of the chaitya-halls, known as No. XIX. ‘ 
Ë A Nagaraja is sitting in the pose known as that of kingly ease, his head canopied by a 
| great seven-headed cobra. His Queen, with a single cobra over her head and holding a 
lotus-flower in her left hand, is seated by his side ; a female attendant stands on his right. 
| The King and Queen are draped in diaphanous garments, the ends of which fall over the 
| roughly hewn seat. Very little is known of these Naga people, serpent-worshippers 
converted to Buddhism, who figure so frequently in the paintings and sculptures pf 
Ajanta, Amarävati, and elsewhere. They adopted the hooded serpent for their trikal E 
ensign. Naga dynasties, says Fergusson, ruled in various parts of Central Indi« and ° 
Rajputana from the seventh century B.C. till at least the fourth century A.D. There l 
| were also mythical Naga folk, half-human and half-serpentine in form, who dwelt in the 9 
depths of rivers, lakes, and seas, and inhabited Patala, the regions below the earth. They. 
were skilled in all magical arts, and their women were of surpassing loveliness. Many 
are the legends of their love for mortals, and how they lured them to their wondrous. 
palaces beneath the waters glittering with crystal and gems. o ye 
Something of this feeling of mystery is reflected in this Ajanta sculpture, and something ` 
of the devotional spirit of Francesca’s or Fra Angelico’s paintings. The three figures a 
are dominated by an overpowering sense of other-worldliness which fills body and soul ` 
and lifts them out of themselves. «They might perhaps be listening in rapt attention to c 
E the chanting of the monks within the chaitya-hall, seeming to them like echoes of a celestial 
choir. Or perhaps the sound of many waters coming from the ravine strikes theft- ears 
like the voice of the Master whose teaching brought into their lives the fulness of divine 
content. c 
There is the same quality and the same degree of technical achievement in this sculpture 
as in the painting of the mother and child before Buddha in cave XVII. The genius of 
the artist is felt through the perfect revelation of his subconscious self rather than by the 
display of his scientific knowledge, the subjective expression dominating objéctive reali- 
; ties. In the one case the painter uses a sweeping brush-drawn line so intense and, full o? 
vitality that it needs only the slightest complement of colour and tone to perfect the 
esthetic creation. Similarly, the sculptor, in concentrating himself upon the spiritual š 
feeling of the subject, uses the boldest effects of chiaroscuro, and reduces all lines and 
modulations of surface to their simplest forms, so that no superfluous details distract the 
eye from the essential points of movement and expression. This "በ058 not,imply any ' 
; , neglect of technical resources, but rather that supreme power of synthesis which is charac- 

í teristic of all great art. Both the Indian painter and the sculptor lavish infinite care 
and skill upon necessary enrichments, such as the jewelled tiara and ornaments, just 
as the Indian singer will subtly accentuate a phrase with his grace-notes and Quastertones. 

The masterly treatment of the cobra’s hood is a striking feature in this’sculpture. 


PLATE 106A A ~ 


QUEEN MÂYÂ AND THE INFANT PRINCE SIDDHARTHA SLEEPING 


Y THIS very remarkable piece of Buddhist sculpture is from the Baro temple in Central 
Et. India, knówn as the Gadarmalka-Mandi. The temple itself was a medieval sttucture” 
of about thre eleventh century, but it was destroyed and rebuilt a century of two later. | 
Tht date of the sculpture cannot, however, be determined with any certainty from the = 
age of the building : it probably belonged to a, much earlier Buddhist temple or mo- 
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` THE inner shrine, or garbha, of the great rock-cut temple of Elephanta contains the linga, 
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In dramatic feeling and wonderfully dignified treatment of his subject this Indian 
sculptos anticipated the style of the great Florentine masters, There is a grand harmony 
and repose in the gently undulating lines of Queen Mäyä, sleeping with her infant pil- 
lowed by her side. The beatitude to which she was to attain in the Tusita heavens, 
seven days after her child’s birth, already fills her soul ; a presentiment of the blessing 
and consolation which the Tathagata was to bring to a suffering world, and of the infinite 
peace of “Nirvana which would end the long cycle of his earthly lives. The rhythmic 
swell of a calm sea seems to be suggested in the wavy edge of the carpet in which the 
mother and child are resting. 

The four female attendants standing alert by the Queen's side express perfectly in 
their attitudes their watchful attention and sense of high responsibility for the great 
trust committed to their charge. The very expressive figure of the other one who supports 
with tender solicitude her royal mistress’s head rounds off the composition and strikes, 
as it were, the final chord with a deep note of human feeling. 
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0 
2 I PLATE 107A 
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HEAD OF A BODHISATTVA FROM JAVA 


THE óriginal of this plate is preserved in the Glyptotek “at Copenhagen ; it was brought 
there frem Java, probably from Böröbudür. 2 z 

Indian Art in Java has a character of its own which distinguishes it from that of the 
continent from whenceit came. There runs through both the same strain of deep serenity, 
but in the divine ideal of Java we lose the austere feeling which characterises the Hindu 
sculpture of Elephanta and Mamallapuram. There is more of human contentment and 
joy in Indo Javanese art, an expression of that feeling of peaceful security which the 
Indian, colonists enjoyed in their happy island home, after the centuries of storm and 
struggle which their forefathers had experienced on the mainland. 

This is a head which, for its masterly generalisation of form and line might superficially 
be labelled Greek, but it is penetrated by a deep religious conviction totally different to 
that which inspired Hellenic ideals. We can feel that the sculptor in his generalisation 


` was not content with’ formulating a type of physical perfection. He only used the formal 


beauty to reveal, as in a mirror, the pure soul of the Bodhisattva ; the release from the A 
bondage of intellectual and physical strife; the exaltation of the spirit that is purified 


“dm the dross of worldly desires; the penetration of a mind that sees through the veil 


of its eartkly-environment. i 

It is a ፲ቋርይ which incarnates the stillness of the depths of ocean; the serenity of an 
azure, cloudless sky; a beatitude beyond mortal ken. Yet in all its aloofness from human 
passion there is still some reflection of that divine compassion for struggling humanity 


| „ which inspired the life and teaching of Sakya Muni. 
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THE “EINGÁ" SHRINE OF THE GREAT TEMPLE OF ELEPHANTA, BOMBAY 


^ 


Siva’s emblem, symbolising the reproductive powers of nature. Theshrineitself, approxi- 


mately cubical in form, symbolises the eartlg, It has four entrances, facing east, west, | 
` 5 = ፔ A 


n. 


CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Fou dat f 
` 
ሓ » 


` ` Enc 


E 
e! & 
¡o 
1 
=> 4 
=> a 
ee 
2 
. - 
I 
| . 
| e 
if 
if ° o 
4 P 
o 6. 
sd e . 
o 


192 THE IDEALS OF INDIAN ART 


north, and south, each of which is guarded by two colossal figures, now badly mutilated, : 
representing the protecting genii of the four cardinal and intermediate points These 
majestic figures, each about fifteen feet in height, are among the finest sculptures at 
Elephanta. Equally noble in design are the massive columns which support the huge 
weights of the superincumbent rock. Their gourd-shaped capitals are similar to the 
so-called amálika which crowns the curved spire of Hindu temples, and is probably derived 
from the fruit of the lotus-flower. The latter, as Count D’Alviella remarks,! symbolises 
less the sun itself than the solar matrix, the mysterious sanctuary into whigh the sun 
retires every evening, there to acquire fresh life. o 
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PLATES 107B AND 108A 


SIVA NATARAJA, OR NATÉSA, LORD OF DANCERS 


THE magnificent fragment from Elephanta shown in Plate 108A is the prototype of the 
South Indian bronzes of Siva as Nataraja, illustrated in Chapter V (Plate 88). Even . 
in its present mutilated condition it is an embodiment of titanic power, a majestic concep- * 
tion of the Deity who for His pleasure sets the worlds innumerable in motion. Though ^ 
the rock itself seems to vibrate with the rhythmic movement of the dance, the noble head 
bears the same look of serene talm and dispassion which illuminates the faCe tX the 
Buddha. It belongs tothe most virile period of Hindu sculpture, t.e. from the,sixth to 
the eighth centuries, and in technical achievement marks its highest development. 
Like all the Elephanta sculptures, it was mutilated by Portuguese buccaneers 
in the sixteenth century, and has suffered much from subsequent neglect and 
vandalism. 

| The sculpture of the same subject from the Ravanaka-kai Cave at Ellora,°Plate rogB, 
must belong to a somewhat later date. It is more florid in style and less accomplished 
in technique, though not less strong and expressive in its movement; and fortunately 

| it has suffered less from mutilation than its great Elephanta prototype. 

One of the charges which unsympathetic and uninformed critics frequenfly bring 
against Indian art is its want of originality in the unvarying repetition of traditional 3 
types. It is true that Indian artists, like the great masters of the West, always expressed : 

, themselves in the forms and conventions of artistic tradition—the art-language of the 
race. But it only shows ignorance of the subject to assert that they have always lacked 
creative power. In the great period of Indian sculpture, before the Muhammadan fri^ 
vasion, which is just that with which most European critics are least acquainted, it is 
only necessary to compare the different artistic developments which belong To different 
localities and different times to recognise that, in the treatment of traditional subjects? 
the individuality of the Indian artist always strongly asserts itself. ° 

It will be obvious, in the case of these two typical examples of the same subject, only 
slightly varied in general lines and disposition of masses, how individual each one 15 in 
artistic expression, and how much they explain the religious atmosphere of the schools 
to which they belong. 

- The Elephanta sculpture reflects the lofty idealism and intellectuality of the Upanishads. 

At Ellora we feel more of the spirit of medieval priestcraft, with all its ritualistit pageantry 
and supefstitious emotionalism. 11 shows us the corrupt state of Hinduism at the time 
when the great reformer Sankaracharya began his mission. Here Siva, with the hissing | 
cobra as a girdle, and the grim skeleton of Death lurking behind him, is only theterrible°  — 

Destroyer rejoieing in the dissolution of the worlds. 
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UPPER PART OF ROCK-CUT TEMPLE AT KALUGUMALAI, TINNEVELLY | 1 


DISTRICT—TEMPLE OF RÁJARÁNÍ (CIRCA A. D. 1000) AT BHUVANESHWAR, J 

2 PURI: PART OF THE WESTERN FACADE 
j TE latest of the series of Dravidian rock-cut temples is in the extreme south of Madras, | | 
inethe Tignevelly district, at Kalugumalai. It has been dated by Fergusson at about the ( 


te, tentitvor eleventh century, but from the style of the sculpture I am inclined to think this ፻ 

e js a century too late. From an architectural point of view he rightly observes that, had 1 

it been finished, it would have been one of the most perfect gems of the style. From the a A 

esculptor's point of view no such qualifications need be made : the fact that it is unfinished | 
rather adds to its interest. ; 

- Though the design is strictly architectural in form, it belongs technically entirely to Ei 

° theplastic or glyptic form of art, and the human figure plays as important a part in it ç Ç 

as it does in many masterpieces of Renaissance monumental sculpture. Very few critics 


~ 


will refuse to adihit the extraordinary technical skill displayed in planning out and carving ` "en | 


. . . . | eu 
a complex forrfi of such dimensions from a ridge of granite rock. There are some, however, | 


who would deny the existence of any scientific or intellectual basis in Eastern art, A 5 ፡ zE] 
swriterin The Edinburgh Review, in an article on “Eastern Art and Western Critics, asserts i 4 
that“ eVéry kind of manifestation, scientific, political, Merary, of order, discipline, and 2 
, coherente will be looked for in Eastern life in vain” his impressions of Fastern life 
being derived from three years passed among the Tamil coolies and Cingalese villagers ና io 
o of Ceylon. “It would be easy to show,” he affirms, “that Western civilisation, Western PRA i 
knowledge and science and thought and literature, and also Western politics and govern- 35 
ment and methods of colonising and ruling—in short, the Western influence in all its ° ee 
effects—ha$ been of a distinctly intellectual and rational quality, and has been closely 
fdentißed with the establishment of order, discipline, coherence—in a word, with the > 
vindication in all things of the principle of form" : his thesis being that the intellectual West ; E 
has, in ¿he domain of art, spoken in terms of form, the emotional East in terms of colour. NN. 
The distinction he draws is a wholly imaginary one. Even in pictorial art the Oriental l 
hał always relied upon line rather than upon colour, as a means of self-expression ; and e 
` line, tf 14 expresses anxthing, expresses form. Colour was always used by the great artists 2 
of the Bast as a subordinate instrument, to accentuate and develop the forms which the, — , > 
e . „line expressed. 0 ; 
? Again, Indian art, in its greatest achievements, is more concerned with sculpture and | 
archftectwwe than with painting. How, then, does this colour-theory apply to it, more °. 
than to Greek sculpture and architecture ? 
Š ° It is, in fact, difficult to draw a hard-and-fast distinction between Western and Eastern à Fal 
aft, because there have been periods in which the West has gone over to the East, and ! 
‘3 vice-versd. But, in the true Eastern ideal, form is used merely as a vehicle for self-reali- 
e  Satjon. The West, more idolatrous than the East, often regards the realisation of form 3 
as the end of art. 2 : | 
ነጻ The idea of Indian art as a nebulous, chaotic mass of glowing colour, charged with 
emetion, may give a sufficiently clear indication of the critic's Eastern impressions; 
^ but his sweeping generalisations will be astonishing to any one who has realised how E 
*deeply “all Indian life and culture, even to the lowest strata, have been permeated by the ais | 
. teachings éf the philosophical schools. It ¿vas the work of the great unwersities of I 
Northern Inia to co-ordinate the artistic traditions of the heterogeneous racial elements Bi 
which composed Indian society at that time, to rationalise them and 655 them for the us 
e “No. 344, October I9IO. a Š | 
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To : ; 
interpretation of the esoteric teachings of philosophy and religion. 
Indian art were not, as the Western academic critic assumes, of an inferior intcllectual 
calibre to the poets, philosophers, and religious teachers; for art was not then, as it is 
now, a specialised study divorced from religion and ignored by the universities. It was 
an integral part of national life and thought. To assert that Indian art ከ95 failed 10 
interpret Indian thought is a contradiction in terms: for no art can live for more than 
twenty centuries which fails to express the intellectuality of a people. But there are 
evidently still some critics who, like Macaulay, refuse to admit the intelligence of Eastern 
races: who, because Indian art seems to them obscure, will deny that it satisfactorily 
expresses what its creators intended. «ና 

It is a common view of Indian art to regard it as undisciplined, incoherent, and without 
any intellectual foundation; an assumption only proceeding from our profound ignorance 
of all aspects of Indian culture, of its history and scientific principles. Es 

We still cling foolishly and arrogantly to the belief that, by totally ignoring the living 
traditions of Indian art, and by teaching Indian students anatomy, perspective, “model, 
drawing,” and the orders of classic architecture, we are fulfilling our intellectual mission 
in the East; and this we do in sublime ignorance of the fact that Indian art-has its scientific 
principles and laws of form as clear, precise, and intelligent as the zsthetic formularies 
of Greece, or as the grammar and syntax of its classical language, Sanskrit. 

The assumed antagonism between the root principles of Hellenic art and Indian comes, 
to a large extent, from our modern empirical methods of applying them. It is open te 
question how far our admiration for Greek art is based upon a deep intuitive $ynipathy 
for the highest zsthetic qualities which the Greeks themselves admired and strove to 
realise, and how far-it is influenced by inherited tendencies towards Puritanical plainness 
and whitewash, by academic prepossessions of the mind inculcated by generations of 
classical schoolmasters, and by pride in the belief that the mechanism of the Greek esthetic 
is known to us and can be applied by ourselves with such facility as modern European art 
and architecture indicate. - : e 

It is easy to imagine what an uproar there would be if some mischievous sprite, with & 
magic wand were suddenly to restore the Elgin marbles in the British Museum to their 
pristine condition, give to the classical statues which originally had it the final coat of 
coloured wax (which to the Greeks represented an art higher than that of the sculptor), 
and added to the model of the Parthenon all the richness of its painted decoration wlfich 
it had in the days of Pericles. 

. denounce the emotional barbarians who dared to desecrate the purity and intellectuality 
of the art of Hellas with an oriental paint-pot! Their classical ideal would be lowered 


to the level of an Indian pagoda! Certainly it is the limitations, rather than the merifs, ” 


of Greek art, its simplicity rather than its nobility and refinement, which maks it appeal 
so strongly to the man in the street, the building contractor, and the amatéur artist or 
architect. And it is equally certain that, while very few Western critics have gained their’ 
knowledge of Indian art at first hand, the recognised exponents of it, unconscious"of 
their own limitations, have been its chief detractors. > og 
The Greeks themselves, I have no doubt, would have scoffed at academic distinctjons 
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' Eeras and Plato; I cannot conceive that E A would have taken a very different - E 
course to that which it actually followed. It is impossible to believe that Greek zsthetic Ex 
thought would not in such a case have responded to the influence of its environment, as É ይ 
art in its very nature must do; that her architecture would not then have reflected some- ዒ 


thing of the wild grandeur of the tropical forest, as well as the trim beauty of the oliye 
and cypress grove ; and that, with a wider experience of life, the sculpture of her pan- 
theon would not have acquired a more profound metaphysic than that represented by the 
gods and goddesses of the Parthenon. f 4 
After all, invidious comparisons between different schools of artistic thought are al- 
together unprofitable. It 1s futile to discuss whether the lily be more beautiful than the < 
Tose; and if intellectuality were the only quality in art, the most perfect esthetic might = 
° ‘be found in a correct solution to a problem in compound proportion. The real issue, which ፡! 
Any critics persistently evade or try to confuse, is not an academic one—whether from 
an intellectual standpoint Indian art should or should not seem great in Western eyes— = 
„but a practizal and vital one, whether, because we think our own art finer, we are justified 4 
in exterminating that which belongs to Indian civilisation. Does a good gardener, because “ትረ ] 
he loves the liligs best, uproot all the roses? In India we propagate the weeds, and let =. 
the roses die. 4 2 š 
The absorbiag interest of Indian art, to all artists in the West, must always lie not so £ 
much in the magnificence of its ancient monuments.as in the fact that such exquisite, , | E 
~art as that of the Räjaräni temple, unapproached by any Western architectural sculpture 
of medem times, represents a living tradition still practésed by large numbers of in b. 
craftsmen. If there were any sound artistic or scientific printiples in our 15601) s En 
methods, India would need no schools to stimulate such a grand tradition info new E 
or even if we would leave things alone, and not pretend to teach, Indian art would sti / e o 
be better off. e E e 
The folly of the present departmental system is that, with such a tradition still Ea i 
wish numbers of such master craftsmen still obtainable, we allow Indian rene ዐ be 
spent in producing mechanical imitations of Gothic or Renaissance sculpture a i: ° : 
twenty times the cost of good Indian art; and this, forsooth, because some We f 
doctrinaires believe that Indian sculpture is not “fine” | 
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“THIS is a superb example of Dravidian architectural sculpture attributed 2 Then: š at 
"ofthe fourteenth century. Essentially Gothic in feeling, it will bear ba nup E 
"A best work of*the cathedral craftsmen of medieval Europe. Dayi N MAS 
^ æ Wild luxuriance and mysterious beauty of those dense jungles of 08 ti E. - 
by rakshasas and fearsome beasts, through which Rama and A Eu ee 
forced their way to rescue Sita from her prison in the stronghold o 2 
Rawana. kah. 
In the wonderful pillared halls attached to the templgs of 20:02 Indis 5 ነ AN E 
“as were, the essence of the beauty of a tropical fosest, perfectly ordere ne er ® 
tonic and aesthetic purposes. No one who hag not seen them can have any c@acep i a 
^ 7 their great beauty and perfect art. ፪ e : y 
It s of c MA alles inherent in the quality of art such as wis henn as momen i) 
imaginativeness and the energy of its creatiye power it has a tendengy, š | d 
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times incoherent, and to “lose the sens? of co- -ordination and esthetic unity. But this” ` 
is only to say that all art in its decadence converts its own merit into an offence, just 
as a beautiful body from which life has departed begins to putrefyr One might just as 
well blame Nature herself, and say that her tropical moods cannot inspire g great art, as 


charge Indian sculpture generally with incoherency. 


It is only because Indian sculpture is solely judged in England from the few " agments 
promiscuously thrown together at South Kensington and the British Museum that a | 
keen and cultured art critic like Mr. Roger Fry can write of the difficulties of an ap- 


proach to the understanding of Indian art as follows: 
—for to us it appears such—of Indian sculpture, its want of any large co-ordinatien, of 


any sense of relative scale. In its choice of relief and of the scale of ornament it appears ** 


“Tt israther the curious incoherence ‹ 


without any principle. It is like a rococo style deprived of the lightness and elegance c 


which alone make that style tolerable. 


Such a treatment implies for our minds a funda- 


mental conflict between the notion and its expression; for these heavily ornate reliefS 
—one cannot but have in mind the Amarävati sculptures of the British | Museum—are, 


intended apparently to convey notions of grave religious import, and such ideas are,for ‹ 
us inevitably connected with a certain type of line, with a certain austerity in the treat- 4 
ment of a design, with large unperturbed surfaces or great and clearly united sequences : 


of plane.” 


° e 


am 


Such criticism may be perfectly, just as applied to the particular instance cited ; the 
error lies in taking the Amarävati sculptures as typical of the best Indian art. Even in 
this case it is necessary to remember that these reliefs were originally paintedy and the 
total effect of them, in situ, in the brilliant Indian sunshine, can hardly be judged, in their 
present position on the staircase of the British Museum. 


1 Quarterly Review, January 1910. 
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